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Neizpodbitno je, da je imel pesnik Thomas Stearns Eliot bistven vpliv na razvoj moderne poezije, 
ne samo v anglo-ameriškem svetu, temveč tudi širom Evrope. Med drugim je bila Eliotova poezija 
deležna posebne pozornosti s strani takratne mlade pesniške generacije tudi v Sloveniji, v glavnem 
v šestdesetih letih dvajsetega stoletja, ko je s pomočjo prvih prevodov Vena Tauferja Eliotova 
poezija dosegla naš kulturni prostor. Od takratnih prvih prevodov je minilo skoraj šestdeset let in 
ker celotnega Eliotovega pesniškega opusa še vedno ne moremo brati v slovenščini, sem se v svoji 
magistrski nalogi ukvarjala ravno s prevajanjem Eliotovih do sedaj še neprevedenih pesmi. Da bi 
bil prevajalski proces kar se da natančen in ustrezen, sem v teoretičnem delu naloge najprej 
raziskala značilnosti Eliotove poezije, s poudarkom na Eliotovem lastnem razumevanju 
pesniškega jezika in na tistih elementih, ki jih mora imeti prevajalec pri prevajanju še posebej v 
mislih. V empiričnem delu sem najprej podrobno raziskala teorijo prevajanja poezije in jo 
upoštevala pri analizi obstoječih prevodov Eliotovih pesmi, ki so jih napisali Veno Taufer, France 
Papež in France Pibernik. Te analize so mi služile v pomoč pri lastnih prevodih in predstavljale 
osnovo za moje lastne prevajalske odločitve. V nalogi sta podrobneje analizirana nova prevoda 
pesmi »Burbank z vodičem: Bleistein s cigaro« ter »Nedeljska maša g. Eliota«, vsi ostali prevodi 
pa so po potrebi opremljeni z opombami, ki dodatno razlagajo okoliščine nastanka pesmi, aluzije 
ali konkretne prevajalske rešitve. Namen naloge je torej slovenskemu bralcu ponuditi nove, 
sodobne prevode doslej v slovenščini nedostopnih pesmi avtorja, ki do danes ostaja eno 
pomembnejših imen literarnega sveta.  





It is indisputable that the poet Thomas Stearns Eliot had a major influence on the development of 
modern poetry, not only in the Anglo-American environment but also across Europe. Among other 
things, Eliot's poetry received special attention from the young generation of Slovenian poets of 
the time, mainly in the 1960s, when Eliot's poetry reached our cultural environment through Veno 
Taufer's first translations. Almost sixty years have passed since those first translations and because 
it is still not possible to read Eliot’s poetic opus in Slovenian language in its entirety, my Master’s 
thesis dealt exactly with the translation of Eliot’s poems that have not been translated to date. In 
order for my translation process to be as precise and appropriate as possible, I dedicated the 
theoretical part of the thesis to the research of Eliot’s poetry and its characteristics, with the 
emphasis on Eliot’s personal understanding of the poetic language and those elements that are 
especially important for the translator to keep in mind. In the empirical part I researched translation 
theory in detail and took it into account when analysing existing translations of Eliot's poetry, 
which were done by Veno Taufer, France Papež in France Pibernik. These analyses proved helpful 
in my own translations and represented a basis for the translation decisions I made. The thesis 
offers a more detailed analysis of the new translations of »Burbank with a Baedeker: Bleistein with 
a Cigar« and »Mr. Eliot's Sunday Morning Service«, while all other translations are annotated, 
offering information on the circumstances of the production of the poems, allusions, and specific 
translation decisions. The purpose of the thesis is to provide the Slovenian reader with new, 
contemporary translations of to this day inaccessible poems by an author who, also nowadays, 
remains one of the most important names of the literary world.  
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In the beginning of a thesis dealing with the translation of Eliot’s poetry it is appropriate to ask 
oneself if translating Eliot’s poems, especially into a language with a small number of speakers, 
such as Slovenian, over half a century after the author’s death is still necessary or current; even 
more so when we talk about translating less known poems, since translation of all-time classic 
texts, such as “The Waste Land” or “The Love Song of J. Alfred Prufrock”, are already available 
in Slovenian translation. Of course my personal opinion remains that translating the remaining 
non-translated Eliot’s poems now is just as important as it was translating “The Waste Land” fifty 
years ago, not only because every translation, especially of Eliot’s ground-breaking poetry, 
enrichens the poetic tradition of the target language, but also because it forms new connections 
between cultures and literatures of different languages. As Eliot said himself when accepting the 
Nobel Prize in literature, poetry is, out of all the arts, the least accessible across the borders of 
nationalities, since it is so strongly connected to the medium of language. However, poetry still 
has a connecting function, since literature is always strongly intertwined with literature of other 
languages (Taufer, “Iz pesmi” 6). Eliot believed that “partly through his influence on other poets, 
partly through translations, which must be also a kind of recreation of his poems by other poets, 
through readers of his language who are not themselves poets, the poet can contribute toward 
understanding between peoples” (“Banquet speech”). However, Eliot’s poetry is not only 
connected to the poetry of other cultures solely on the level of literary tradition, but to this day his 
texts remain current, modern and “freshly exciting, because his poetry is still an authentic 
expression of the anguish of the modern world, and problems and their forms” (Taufer, “Pesnik 
Thomas Stearns Eliot” 138). Nowadays, when the modern world is starting to seem more and more 
similar to the empty and wasted setting of Eliot’s poems, it is even more obvious how “[Eliot’s] 
growth bursts out of the European cultural tradition and is transformed into modern expression 
relevant to modern age” (Mozetič 25). The struggle of being human in times of moral decay and 
uncertainty is today perhaps more inevitable than ever, and Eliot’s poetry even after all this time 
still offers an opportunity to discover and uncover man’s current situation in this world. That is 
why reading, discussing, and, maybe most of all, translating Eliot’s poetry remains important in 
order to reach readers, to create connections and to transcend the boundaries of language and 
culture.   
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2. Biographical note 
Before moving on to Eliot’s poetry and its translation, I want to spend some time to describe Eliot’s 
personal background, especially the influences that significantly shaped his poetic style. Thomas 
Stearns Eliot was born in 1888 in St. Louis, Missouri, to a family descended from English 
immigrants and whose Puritan roots went two hundred years back into history (Taufer, “Pesmi in 
pesnitve” 6). Taufer points out that Eliot simultaneously grew up in two very distinct environments 
– surrounded by the humanistic and religious atmosphere of his family, and the influences of “one 
of the most twisted, corruptive and capitalistic ambitious centres of the USA” (“Pesnik Thomas 
Stearns Eliot” 147). Eliot witnessed the moral collapse of St. Louis, the town where his grandfather 
founded a church and university in hopes of setting an example for an ethical and communal way 
of life. Eliot’s mother, Charlotte Stearns, is also an influence worth mentioning, since she 
dedicated a large part of her life to her verse drama “Savonarola”, which dealt with suffering, 
martyrdom, religion and ethics. The Puritan tradition of Eliot’s family, going back to the 17th 
century, when T. S. Eliot’s ancestor, Andrew Eliot, was a member of the first community of Puritan 
immigrants that settled in New England, therefore represents an important and early influence on 
Eliot’s poetry, especially because the family emphasized their Puritan bourgeois tradition even in 
spite of the moral degradation of American society (147). 
When Eliot started going to school, he was drawn to classical education, especially Vergil, whom 
he had thought an authority in poetry ever since. Later, when he entered Harvard to study 
philosophy, he became familiar with Dante, who had remained an inexhaustible source of 
inspiration throughout his writing career (147). Besides Dante, we can mention two other main 
influencing figures that Eliot encountered at Harvard. The first was Irving Babbitt, who “was one 
of the founders of the modern humanistic movement in ethics and philosophy”, believed in the 
classical tradition, and criticized romanticism. The second was George Santayana, who 
sympathized with Catholicism, and criticized puritanism, German idealism and utilitarianism. 
Santayana believed that “matter was an unknowable reality that exists outside of the subject and 
can therefore be comprehended only as a subjective impression” (Taufer, “Pesmi in pesnitve” 7). 
In 1910 and 1911, Eliot took classes at the Sorbonne, where Bergson’s lectures had the biggest 
impact on him (Taufer, “Pesnik Thomas Stearns Eliot” 140), but Paris provided him also with 
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other influences, namely those of Baudelaire, Laforgue and Rimbaud, which is why the influence 
of French symbolists is very noticeable in his work (Krevel and Mozetič 235). Through reading 
Baudelaire, Eliot realized that his own experience of the not-aesthetic, even the ugly, which he got 
from the decay of American industrial towns, can serve as appropriate material for his poetry 
(Taufer, “Pesnik Thomas Stearns Eliot” 149). Laforgue, who was a symbolist, similarly wrote 
about “prosaic themes of the everyday life – in pungent colloquial, ironical, de-poeticized, 'de-
beautified' language” (Taufer, “Iz pesmi” 272). “With Baudelaire and Jules Laforgue [Eliot] 
discovered that the ugly, the 'unpoetical' is also poetic material, and that it is actually the poet’s 
task, as he wrote later, 'to create poetry from the unexplored supplies of the unpoetic' […]” (Taufer, 
“Pesnik Thomas Stearns Eliot” 149). And lastly, we cannot go past Ezra Pound who was a fan of 
“everything very modern and everything very old” (Taufer, “Iz pesmi” 271), as well as the leader 
of the Imagist movement. Eliot and Pound developed a genuine friendship, and it was exactly this 
friendship, more so than Imagism itself, their “similar views on the integrity of culture, constant 
encouragement, concrete warnings, advice, rich ideas, and also direct help in publishing poems, 
his first collection and later decisive redaction of “The Waste Land”” (Taufer, “Pesnik Thomas 
Stearns Eliot” 151), that had such a deep and long-lasting impact on Eliot’s work.  
Eliot was in a way, as mentioned, connected to Imagism, through Pound and of course through 
Yeats, Hopkins, and Hulm, the poets that were the forefathers of the movement and an influence 
to generations of younger English poets, including Eliot. Many elements of Eliot’s poetry are 
similar to or influenced by Imagism – the importance of image as a poetic method, entering into 
poetry through the senses, using free verse and rhythm, strongly influenced by Walt Whitman, 
using more “prosaic” themes and colloquial language, setting poems in an urban environment. 
Eliot shared Pound’s opinion that “poetry should be firm and clear, not foggy and indefinite; since 
concentration is the real substance of poetry”, but nonetheless, Eliot did not belong to any 
movement or poetic style, and it would be incorrect to call him an imagist (Taufer, “Pesmi in 
pesnitve” 11–12). As we will see in next chapters of this thesis, Eliot created poetry specific only 
to himself, taking all of the influences and re-making, re-envisioning them into a significantly 
modern, but on tradition based poetic style that earned him the spot of one of the most influential 
poetic figures of the 20th century.  
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3. Eliot's essays 
Many scholars and critics that were concerned with Eliot agree that “Eliot is as important as a 
writer of critical and literary theoretic essays” (Taufer, “Pesmi in pesnitve 5) as he is as a poet, and 
therefore “his criticism offers instruction that cannot be ignored” (Williamson 27). Taufer, the lead 
translator of Eliot’s work into Slovenian, also believed that Eliot’s “individual artistic activities 
[…] complement each other and intertwine, and therefore every interpretation that would consider 
only his poetry, and not his essayistic opus or drama, would be insufficient” (“Pesmi in pesnitve” 
5). Because the same approach to the poet's work is imperative not only for interpretation, but even 
more for translation, we will, in this chapter, take a closer look at Eliot’s own essays, in which he 
thoroughly shared his own opinion and ideas on poetry. The essays offer a basis for any translator 
who wishes to understand Eliot and his poetry better, in fact, a deep comprehension of the author, 
his opinions, and ways of writing is, of course, necessary if the translator wants to provide the 
reader with adequate and quality translations. Since translating means diving into the depths of the 
text, the translator should use everything at his or her disposal to research the original text, and for 
this Eliot offers an indispensable map in his essays. As Veno Taufer said himself, Eliot’s essays 
were the main source of information he used when translating (“Osebni intervju”), and I wanted 
to follow the example and research Eliot’s own opinion about his work and poetry in general before 
starting work on new translations. In this chapter I will point out the main concepts and ideas Eliot 
writes about in his essays and that are at the same time clearly visible in his poetry. 
3.1 Tradition  
In his essay, “Tradition and the Individual Talent”, Eliot explains his “Impersonal theory of 
poetry”, including his opinion that a poet should strive for objectivity rather than subjectivity. Eliot 
emphasizes two aspects – the first being the connection of the poem to tradition, and the second 
the connection of the poem to the author (“Tradition”). Let us first explore more precisely the 
importance of tradition in poetry as Eliot understood it.  
Eliot explains that we tend to avoid the word “tradition” or “traditional” when describing poets 
we like or find good. We rather point out their originality, their deviations from tradition, their 
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individuality. However, Eliot disagrees and emphasizes that it is exactly tradition that gives quality 
to an author. He writes that 
[w]e dwell with satisfaction upon the poet’s difference from his predecessors, especially his immediate 
predecessors; we endeavour to find something that can be isolated in order to be enjoyed. Whereas if we 
approach a poet without this prejudice we shall often find that not only the best, but the most individual parts 
of his work may be those in which the dead poets, his ancestors, assert their immortality most vigorously. 
(“Tradition”) 
But tradition surely does not mean blind imitation or mimicry of the generations that have come 
before. As Eliot points out, tradition is definitely not mere repetition, “[t]radition is a matter of 
much wider significance. It cannot be inherited, and if you want it you must obtain it by great 
labour”. Tradition starts with “the historical sense, which we may call nearly indispensable to any 
one who would continue to be a poet beyond his twenty-fifth year; and the historical sense involves 
a perception, not only of the pastness of the past, but of its presence [...]”. Because of this 
“historical sense”, a poet does not write only for “his own generation”, “but with a feeling that the 
whole of the literature of Europe from Homer and within it the whole of the literature of his own 
country has a simultaneous existence and composes a simultaneous order”. A writer is traditional 
when he or she is aware “of the timeless as well as of the temporal and of the timeless and of the 
temporal together” (“Tradition”). 
An artist, Eliot says, is always connected to artist from past generations, and therefore his work 
will always be compared to works of art that have been made before, and will find its place among 
all of the past art:  
[...] what happens when a new work of art is created is something that happens simultaneously to all the 
works of art which preceded it. The existing monuments form an ideal order among themselves, which is 
modified by the introduction of the new (the really new) work of art among them. The existing order is 
complete before the new work arrives; for order to persist after the supervention of novelty, the whole existing 
order must be, if ever so slightly, altered; and so the relations, proportions, values of each work of art toward 
the whole are readjusted; and this is conformity between the old and the new. (“Tradition”) 
In other words, the past influences the present, and the present changes the past. This knowledge 
is indispensable for a writer, since he or she has to be aware that their work will be compared to 
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past works, but this does not mean that new work is inevitably limited by the “classical” or 
“traditional” pieces of writing: 
I say judged, not amputated, by them; not judged to be as good as, or worse or better than, the dead; and 
certainly not judged by the canons of dead critics. It is a judgment, a comparison, in which two things are 
measured by each other. To conform merely would be for the new work not really to conform at all; it would 
not be new, and would therefore not be a work of art. And we do not quite say that the new is more valuable 
because it fits in; but its fitting in is a test of its value [...]. (“Tradition”) 
What is more, a writer should not take into consideration only the past, the “tradition”, but should 
be at the same time also fully aware of his or her own time and place:  
The poet must be very conscious of the main current, which does not at all flow invariably through the most 
distinguished reputations. He must be quite aware of the obvious fact that art never improves, but that the 
material of art is never quite the same. He must be aware that the mind of Europe—the mind of his own 
country— [...] is a mind which changes. (“Tradition”) 
We can conclude that the present writer should not strive to be better than the past, in Eliot’s 
opinion he or she actually cannot be better, new art can only be different in the way that the present 
has knowledge about the past, which the past of course cannot have of itself. The one task of the 
author is, according to Eliot, developing “the consciousness of the past” in order to even be able 
to write good literature (“Tradition”).  
Up to this point, we have seen what part tradition plays in Eliot’s concept of poetry, but now let 
us take a closer look at the second question that Eliot tries to answer in his essay – how should the 
poem be connected to its author? 
Eliot writes that the difference between a mature and an immature poet is not that the former has 
“more to say”, but is rather “a more finely perfected medium in which special, or very varied, 
feelings are at liberty to enter into new combinations”. The mature poet may use the same material 
as the immature poet, but will deal with it differently, because “the more perfect the artist, the 
more completely separate in him will be the man who suffers and the mind which creates; the more 
perfectly will the mind digest and transmute the passions which are its material”. This material 
that Eliot mentions, the material that the poet transforms, is “emotions and feelings”, and it is the 
writer’s responsibility and choice to freely combine emotions and/or feelings with words and 
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images, “[f]or it is not the 'greatness', the intensity, of the emotions, the components, but the 
intensity of the artistic process, the pressure, so to speak, under which the fusion takes place, that 
counts” (“Tradition”).  
Eliot points out that what a poet expresses in his or her poems is not his or her own personality, 
[...] for my meaning is, that the poet has, not a “personality” to express, but a particular medium, which is 
only a medium and not a personality, in which impressions and experiences combine in peculiar and 
unexpected ways. Impressions and experiences which are important for the man may take no place in the 
poetry, and those which become important in the poetry may play quite a negligible part in the man, the 
personality. (“Tradition”) 
The personal is not something that has any space in poetry, Eliot says. What poetry expresses 
should actually be objective and accessible to the readers. Additionally, Eliot emphasizes that the 
personal emotions of the poet are in no way special or remarkable, but that it is the way of 
expressing them that is artistic. In fact, the poet cannot discover new emotions in poetry, “but [can] 
use the ordinary ones and, in working them up into poetry, […] express feelings which are not in 
actual emotions at all” (“Tradition”).  
To better understand Eliot’s contradiction to the personal in poetry, it is best to cite his own words: 
And emotions which he has never experienced will serve his turn as well as those familiar to him. 
Consequently, we must believe that 'emotion recollected in tranquillity' is an inexact formula. For it is neither 
emotion, nor recollection, nor, without distortion of meaning, tranquillity. It is a concentration, and a new 
thing resulting from the concentration, of a very great number of experiences which to the practical and active 
person would not seem to be experiences at all; it is a concentration which does not happen consciously or 
of deliberation. [...] Of course this is not quite the whole story. There is a great deal, in the writing of poetry, 
which must be conscious and deliberate. In fact, the bad poet is usually unconscious where he ought to be 
conscious, and conscious where he ought to be unconscious. Both errors tend to make him 'personal.' Poetry 
is not a turning loose of emotion, but an escape from emotion; it is not the expression of personality, but an 
escape from personality. But, of course, only those who have personality and emotions know what it means 
to want to escape from these things. (“Tradition”) 
What Eliot tries to say is that the emotion, that is of course necessary in a poem, should not be 
personal to the author in the way that it becomes unreachable or incomprehensive to the reader. 
Creating an impersonal emotion from personal experience is the artistic process that Eliot praises:  
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There are many people who appreciate the expression of sincere emotion in verse, and there is a smaller 
number of people who can appreciate technical excellence. But very few know when there is an expression 
of significant emotion, emotion which has its life in the poem and not in the history of the poet. The emotion 
of art is impersonal. And the poet cannot reach this impersonality without surrendering himself wholly to the 
work to be done. And he is not likely to know what is to be done unless he lives in what is not merely the 
present, but the present moment of the past, unless he is conscious, not of what is dead, but of what is already 
living. (“Tradition”) 
In his other essay, “What is a Classic”, Eliot discusses the term “classic”, which he connects in a 
way to his understanding of “tradition”, since no author can deliberately create a classic, because 
“it is only by hindsight, and in historical perspective that a classic can be known as such” 
(“Selected prose” 116). It is important to point out that Eliot feels that English verse has not yet 
reached its classical age:  
We need not consider it as a defect of any literature, if no one author, or no one period, is completely classical; 
or if, as is true of English literature, the period which most nearly fills the classical definition is not the 
greatest. I think that those literatures, of which English is one of the most eminent, in which the classical 
qualities are scattered between various authors and several periods, may well be the richer. (“Selected prose” 
116) 
Eliot writes that if there is one main characteristic of classic literature it can be described with the 
word “maturity”: “A classic can only occur when a civilization is mature; when a language and a 
literature are mature; and it must be the work of a mature mind. It is the importance of that 
civilization and of that language, as well as the comprehensiveness od the mind of the individual 
poet, which gives the universality” (116). Mature poetry, according to Eliot, always has “a history 
behind it” (117).  
Eliot emphasizes that classic in literature does not mean a “common style”, but rather “a 
community of taste” and “subtle and refined” differences between individual authors (117–119). 
Reaching maturity in literature means 
that the poet is aware of his predecessors, and that we are aware of the predecessors behind his work, as we 
may be aware of ancestral traits in a person who is at the same time individual and unique. The predecessors 
should be themselves great and honoured: but their accomplishment must be such as to suggest still 
undeveloped resources of the language, and not such as to oppress the younger writers with the fear that 
everything that can be done has been done, in their language. (119)  
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Eliot feels that the most mature period of English literature (since it showed “maturity of mind, 
maturity of manners, maturity of language and perfection of the common style”) was the eighteenth 
century. He emphasizes that even though English literature does not have a classic age or poet, it 
is still imperative to “maintain the classic ideal before our eyes” (“Selected prose” 121), since it is 
important in order to judge individual poets. 
Great poets (Eliot points out Shakespeare and Milton) indisputably “make impossible the 
production of equally great works of the same kind”, and one reason for that Eliot sees in the 
exhaustion of language: “It is only after the language – its cadence, still more than vocabulary and 
syntax – has, with time and social change, sufficiently altered, that another […] poet […] can 
become possible” (125). But this kind of exhaustion is not complete:  
But what the great poet has exhausted is merely one form, and not the whole language. When the great poet 
is also a great classic poet, he exhausts, not a form only, but the language of his time; and the language of his 
time, as used by him, will be the language in its perfection. So that is it not the poet alone of whom we have 
to take account, but the language in which he writes: it is not merely that a classic poet exhausts the language, 
but that an exhaustible language is the kind which may produce a classic poet. (125–126) 
Eliot distinguishes “the relative and the absolute classic, the distinction between the literature 
which can be called classic in relation to its own language, and that which is classic in relation to 
a number of other languages” (127).  
As the last element of classic literature, Eliot also adds “comprehensiveness”: 
The classic must, within its formal limitations, express the maximum possible of the whole range of feeling 
which represents the character of the people who speak that language. It will represent this at its best, and it 
will also have the widest appeal: among the people to which it belongs, it will find its response among all 
classes and conditions of men. (127–128) 
3.2 Vers libre 
In his essay, “Reflections on Verse Libre”, Eliot discusses “free verse”, which he often combines 
with verses that are “traditional” in form, creating a specific and distinguishing characteristic in 
his ground-breaking poetry. However, Eliot did not believe that “free verse”, or “vers libre”, as 
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he called it in French, is a free form that would in any way liberate the formalism of traditional 
poetry. Eliot wrote:  
It is assumed that vers libre exists. It is assumed that vers libre is a school; that it consists of certain theories; 
that its group or groups of theorists will either revolutionize or demoralize poetry if their attack upon the 
iambic pentameter meets with any success. Vers libre does not exist, and it is time that this preposterous 
fiction followed the élan vital and the eighty thousand Russians into oblivion. (“Reflections”) 
Eliot believed that free verse cannot be a call for freedom, since “there is no freedom in art”, and 
any “vers libre which is good is anything but 'free'”. Eliot also pointed out the problem of the 
definition of free verse: “If vers libre is a genuine verse-form it will have a positive definition. And 
I can define it only in negatives: (1) absence of pattern, (2) absence of rhyme, (3) absence of metre” 
(“Reflections”).  
However, after this definition, Eliot points out once more, that this does not mean that free verse 
is a verse of no form all together. He finds absence of one of the three mentioned elements in other 
types of verse as well; blank verse is an example of that:  
'Blank verse' is the only accepted rhymeless verse in English – the inevitable iambic pentameter. The English 
ear is (or was) more sensitive to the music of the verse and less dependent upon the recurrence of identical 
sounds in this metre than in any other. There is no campaign against rhyme. But it is possible that excessive 
devotion to rhyme has thickened the modern ear. The rejection of rhyme is not a leap at facility; on the 
contrary, it imposes a much severer strain upon the language. When the comforting echo of rhyme is removed, 
success or failure in the choice of words, in the sentence structure, in the order, is at once more apparent. 
Rhyme removed, the poet is at once held up to the standards of prose. Rhyme removed, much ethereal music 
leaps up from the word, music which has hitherto chirped unnoticed in the expanse of prose. (“Reflections”) 
As we see, Eliot emphasizes that once one element is removed, another element emerges with its 
“rules”. So, when the poet moves away from rhyme, he or she has to follow the rules of prose. The 
poet is therefore in no way free. This is by no means a senseless or coincidental procedure. A poet 
should use the option of moving from and to a specific poetic element with purpose and 
deliberation:  
And this liberation from rhyme might be as well a liberation of rhyme. Freed from its exacting task of 
supporting lame verse, it could be applied with greater effect where it is most needed. There are often 
passages in an unrhymed poem where rhyme is wanted for some special effect, for a sudden tightening-up, 
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for a cumulative insistence, or for an abrupt change of mood. But formal rhymed verse will certainly not lose 
its place. (“Reflections”) 
Metre is another element that can be absent in a verse, but Eliot warns that it can never truly be 
absent: 
The third of these qualities is easily disposed of. What sort of a line that would be which would not scan at 
all I cannot say. Even in the popular American magazines, whose verse columns are now largely given over 
to vers libre, the lines are usually explicable in terms of prosody. Any line can be divided into feet and accents. 
The simpler metres are a repetition of one combination, perhaps a long and a short, or a short and a long 
syllable, five times repeated. There is, however, no reason why, within the single line, there should be any 
repetition; why there should not be lines (as there are) divisible only into feet of different types. 
(“Reflections”) 
In other words, no verse lacks metre, it only moves closer or further from it, but the echo of metre 
will always remain behind any verse:  
But the most interesting verse which has yet been written in our language has been done either by taking a 
very simple form, like the iambic pentameter, and constantly withdrawing from it, or taking no form at all, 
and constantly approximating to a very simple one. It is this contrast between fixity and flux, this unperceived 
evasion of monotony, which is the very life of verse. […]  
We may therefore formulate as follows: the ghost of some simple metre should lurk behind the arras in even 
the 'freest' verse; to advance menacingly as we doze, and withdraw as we rouse. Or, freedom is only truly 
freedom when it appears against the background of an artificial limitation. (“Reflections”) 
Eliot points out that a good poet understands when to adjust rhyme and metre to create his or her 
wanted effect, since “[t]here is no escape from metre; there is only mastery”. For example, rhyme 
is used, as mentioned above, when the poem needs “a sudden tightening-up”, or metre deviates 
from iambic pentameter into freer verse exactly when poems become most intense. In any case, 
“[p]articular types of vers libre may be supported on the choice of content, or on the method of 
handling the content” (“Reflections”). 
Subsequently, Eliot understands free verse simply as a verse that deviates from traditional form in 
rhyme and metre, but does not lack them. It is exactly the echo of these elements that defines free 
verse and allows it to create its own deliberate effects on the reader:  
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And as for vers libre, we conclude that it is not defined by absence of pattern or absence of rhyme, for other 
verse is without these; that it is not defined by non-existence of metre, since even the worst verse can be 
scanned; and we conclude that the division between Conservative Verse and vers libre does not exist, for 
there is only good verse, bad verse, and chaos. (“Reflections”) 
3.3 Music of poetry 
In the essay, “Music of Poetry”, Eliot discusses the music and sound of poetry in a broader sense 
than just the type of metre. He describes different aspects of poetic language that separate poetry 
from other types of language, and even offers an insight into his more general opinion about poetry. 
Eliot did not believe in a specific set of rules that would help us understand poetry, but rather in 
an inner ear and feeling:  
Even in approaching the poetry of our own language, we may find the classification of metres, of lines with 
different numbers of syllables and stresses in different places, useful at a preliminary stage, as a simplified 
map of a complicated territory: but it is only the study, not of poetry but of poems, that can train our ear. It 
is not from rules, or by cold-blooded imitation of style, that we learn to write: we learn by imitation indeed, 
but by a deeper imitation than is achieved by analysis of style. (“Selected prose” 108) 
It is also important to note that Eliot found foreign influences important and felt that they made 
the English verse richer. The consequence of this is not only a multitude of metrical structures of 
English poetry, but also various rhythms:  
What I think we have, in English poetry, is a kind of amalgam of systems of divers sources (though I do not 
like to use the word 'system', for it has a suggestion of conscious invention rather than growth): an amalgam 
like the amalgam of races, and indeed partly due to racial origins. The rhythms of Anglo-Saxon, Celtic, 
Norman French, of Middle English and Scots, have all made their mark upon English poetry, together with 
the rhythms of Latin, and, at various periods, of French, Italian and Spanish. (109) 
However, “these varying currents, or influences from abroad or from the past” are not the main 
“law of poetry”. The most important characteristic of poetry, no matter its form, is, Eliot says, not 
straying “too far from the ordinary everyday language which we use and hear” and not losing “its 
contact with the changing language of common intercourse” (109).  
No poetry, of course, is ever exactly the same speech that the poet talks and hears: but it has to be in such a 
relation to the speech of his time that the listener or reader can say 'that is how I should talk if I could talk 
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poetry'. This is the reason why the best contemporary poetry can give us a feeling of excitement and a sense 
of fulfilment different from any sentiment aroused by even very much greater poetry of a past age. (“Selected 
prose” 112) 
Eliot points out that the “music” of poetry never exists disconnected from the meaning of this same 
poetry: “Otherwise, we could have poetry of great musical beauty which made no sense, and I 
have never come across such poetry” (110). A poem is, according to Eliot, worthless if it does not 
move the reader, however, the reasons why it moves individual readers can differ: 
A poem may appear to mean very different things to different readers, and all of these meaning may be 
different from what the author thought he meant. […] The reader’s interpretation may differ from the author’s 
and be equally valid – it may even be better. There may be much more in a poem than the author was aware 
of. The different interpretations may all be partial formulations of one thing; the ambiguities may be due to 
the fact that the poem means more, not less, than ordinary speech can communicate. (111) 
Even though Eliot is discussing the “music” of poetry, he explains that he does not mean that 
poetry should in general be “melodious”, since that is just one element of poetry:  
Some poetry is meant to be sung; most poetry, in modern times, is meant to be spoken – and there are many 
other things to be spoken of besides the murmur of innumerable bees or the moan of doves in immemorial 
elms. Dissonance, even cacophony, has is place: just as, in a poem of any length, there must be transitions 
between passages of greater and less intensity, to give a rhythm of fluctuating emotion essential to the musical 
structure of the whole; and the passages of less intensity will be, in relation to the level on which the total 
poem operates, prosaic – so that, in the sense implied by that context, it may be said that no poet can write a 
poem of amplitude unless he is a master of the prosaic. (112–113) 
Eliot’s idea is that the music and meaning of words are always closely intertwined and influence 
one another, which he explains in the following passage:  
The music of a word is, so to speak, at a point of intersection: it arises from its relation first to the words 
immediately preceding and following it, and indefinitely to the rest of its context; and from another relation, 
that of its immediate meaning in that context to all the other meaning which it has had in other contexts, to 
its greater or less wealth of association. (113) 
Eliot continues to conclude his idea:  
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My purpose here is to insist that a 'musical poem' is a poem which has a musical pattern of sound and a 
musical pattern of the secondary meanings of the words which compose it, and that these two patterns are 
indissoluble and one. And if you object that it is only the pure sound, apart from the sense, to which the 
adjective 'musical' can be rightly applied, I can only reaffirm my prevous assertion that the sound of a poem 
is as much an abstraction from the poem as is the sense. (113) 
3.4 Religion 
Much of Eliot’s poetry, especially in his later years when he converted to Anglicanism in 1927, 
was rooted in religion, or at least in religious themes and diction. Eliot understands the connection 
between religion and literature firstly in the sense that literature is always “judged by some moral 
standards […] accepted by each generation” (“Selected prose” 97). However, this relationship 
works both ways, especially in times  
when the common code is detached from its theological background, and is consequently more and more 
merely a matter of habit, it is exposed both to prejudice and to change. At such times moral are open to being 
altered by literature; so that we find in practice that what is ‘objectionable’ in literature is merely what the 
present generation is not used to. (97) 
In his discussion, Eliot is not concerned “with religious literature but with the application of our 
religion to the criticism of any literature” (98). In other words, Eliot does not deal with “Religious 
Literature”, but is “concerned with what should be the relation between Religion and all Literature”. 
This relation is in his opinion unconscious, since he refuses to deal with literature that is, 
“deliberately and defiantly, Christian” (99). 
Eliot points out that we like to believe in complete separation of religion and literature, but that 
this belief is also wrong:  
I am convinced that we fail to realize how completely, and yet how irrationally, we separate our literary from 
our religious judgements. If there could be a complete separation, perhaps it might not matter: but the 
separation is not, and never can be, complete. (99) 
Religion and fiction are connected with “behaviour”, since “[o]ur religion imposes our ethics, our 
judgement and criticism of ourselves, and our behaviour of our fellow men. The fiction that we 
read affects our behaviour towards our fellow men, affects our patterns of ourselves” (99).  
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It is obvious that Eliot expects good literature to be unconsciously connected to religion in order 
to influence the reader’s behaviour, therefore he offers the following criticism of modern literature 
due to its disconnection to religion:  
It is not that modern literature is in the ordinary sense 'immoral' or even 'amoral'; and in any case to prefer 
that charge would not be enough. It is simply that is repudiates, or is wholly ignorant of, our most fundamental 
and important beliefs; and that in consequence its tendency is to encourage its readers to get what they can 
out of life while it lasts, to miss no 'experience' that presents itself, and to sacrifice themselves, if they make 
any sacrifice at all, only for the sake of tangible benefits to others in this world either now or in the future. 
(“Selected prose” 106) 
3.5 Criticism and poetry 
In his essays Eliot closely connects criticism and poetry, so much so that he even understands the 
poet also as the critic:  
It is fatuous to say that criticism is for the sake of 'creation' or creation for the sake of criticism. It is also 
fatuous to assume that there are ages of criticism and ages of creativeness, as if by plunging ourselves into 
intellectual darkness we were in better hopes of finding spiritual light. The two directions of sensibility are 
complementary; and as sensibility is rare, unpopular, and desirable, it is to be expected that the critic and the 
creative artist should frequently be the same person. (“Selected prose” 58) 
Eliot feels that author’s organizing, “sifting”, “combining”, and “correcting” process is as much 
critical work as it is creative, that is why he also writes “that some creative writers are superior to 
others solely because their critical faculty is superior” (73). Eliot sees modern poetry as “extremely 
critical” because “the contemporary poet, who is not merely a composer of graceful verses, is 
forced to ask himself such questions as 'what is poetry for?'; not merely 'what am I to say?' but 
rather 'how and to whom am I to say it?'” (79–80). 
What is also important to note is that the way in which Eliot understands literature is specifically 
broad. In his essay, “Function of Criticism”, he writes the following: 
I thought of literature then, as I think of it now, of the literature of the world, of the literature of Europe, of 
the literature of a single country, not as a collection of the writings of individuals, but as 'organic wholes', as 
systems in relation to which, and only in relation to which, individual works of literary art, and the works of 
individual artists, have their significance. (68) 
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Criticism, as Eliot says, differs from literature, which “is not required to be aware of its ends”, 
because it “must always profess an end in view, which, roughly speaking, appears to be the 
elucidation of works of art and the correction of taste” (“Selected prose” 69). The most important 
characteristic is “a very highly developed sense of fact […] which is something very slow to 
develop, and its complete development means perhaps the very pinnacle of civilization” (74). 
Besides this “sense of fact”, “[c]omparison and analysis […] are the chief tools of the critic”, and 
Eliot points out that they “need only the cadavers on the table; but interpretation is always 
producing parts of the body from its pockets, and fixing them in place” (75). 
In “The Use of Poetry and the Use of Criticism” Eliot writes: 
If poetry is a form of 'communication', yet that which is to be communicated is the poem itself, and only 
incidentally the experience and the thought which have gone into it. The poem’s existence is somewhere 
between the writer and the reader; it has a reality which is not simply the reality of what the writer is trying 
to 'express', or of his experience of writing it, or of the experience of the reader or of the writer as a reader. 
Consequently the problem of what a poem ‘means’ is a good deal more difficult than it at first appears. (80) 
By this Eliot means that the reader does not have to agree with the opinions or beliefs of the author 
to be able to enjoy in his or her poetry. The poet does, as Eliot says, many things based on his or 
her instinct, so we should not see the author as somebody who has bigger authority:  
[The poet] knows better what his poems 'mean' that can anyone else; he may know the history of their 
composition, the material which has gone in and come out in an unrecognizable from, and he knows what he 
was trying to do and what he was meaning to mean. But what a poem means is as much what it means to 
others as what it means to the author; and indeed, in the course of time a poet may become merely a reader 
in respect to his own work, forgetting his original meaning – or without forgetting, merely changing. (88) 
Eliot admits that modern poetry is, and “supposed to be”, difficult and offers the following reasons 
for this difficulty:  
First, there may be personal causes which make it impossible for a poet to express himself in any but an 
obscure way; while this may be regrettable, we should be glad, I think, that the man has been able to express 
himself at all. Or difficulty may be due just to novelty […] Or difficulty may be cause by the reader’s having 
been told, or having suggested to himself, that the poem is going to prove difficult. (92–93) 
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Eliot is more often than not considered a difficult poet, so it is interesting to read that Eliot did not 
see this “difficulty”, that appears from different reasons, as a barrier in reaching a wide readership:  
I believe that the poet naturally prefers to write for as large and miscellaneous an audience as possible, and 
that it is the half-educated and ill-educated, rather than the uneducated, who stand in his way: I myself should 
like an audience which could neither read nor write. The most useful poetry, socially, would be one which 
could cut across all the present stratifications of public taste – stratifications which are perhaps a sign of 
social disintegration. (“Selected prose” 94) 
Eliot’s “difficulty” therefore should not be understood as detachment or inaccessibility, but rather 
as an opportunity to move and surprise the reader as he or she is faced with an intriguing text that 
demands attention and involvement. Eliot’s wish for a larger audience is therefore one more reason 
for new translations into Slovenian. 
In conclusion, all of the elements that we looked at in this chapter – the importance of tradition, 
the use of free verse, the sound of the poem, religion, and critical reading – are not just something 
Eliot wrote about in his essays, but something that considerably shaped his poetry. This means that 
all of these elements are not only something that should be understood, but mostly something that 
the translator should preserve in translation. The specific difficulties of translating individual 




4. Eliot’s poetry  
Through his essays, Eliot generally revealed what he found important in poetry, so in the previous 
chapter we can find quite some information at least about Eliot’s opinions if not even about his 
creative process. However, in this chapter we will take a look at the critical and theoretical writings 
by experts who researched Eliot’s work. We will specifically deal with those characteristics of 
Eliot’s poetry that might prove to be especially difficult to preserve in translation. 
4.1 Objective correlative 
In the essay on Hamlet, Eliot expressed one element of his poetry that is perhaps the most focal 
element of his work – the so-called “objective correlative”:  
The only way of expressing emotion in the form of art is by finding an 'objective correlative', in other words, 
a set of objects, a situation, a chain of events which shall be the formula of that particular emotion; such that 
when the external facts, which must terminate in sensory experience, are given, the emotion is immediately 
evoked. (“Selected prose” 48) 
Eliot understood poetry as something conscious, not at all random, and something that “should be 
strongly connected to experience” (Williamson 27). However, the poet has to turn this personal 
experience, that will always come to him or her “subconsciously” (40), into impersonal experience, 
because this is the only way that the poetic form can express emotion – this process is called the 
objective correlative (Taufer, “Pesmi in pesnitve” 11): 
Experience enters into art, but it is thereby transformed and loses its personal meaning in a more general 
meaning. How this happens can only be learned from art, its significance from history. At bottom 
impersonality means that a poem is never mere self-expression, but an experience which has an existence 
apart from the poet; it is an ordering of experience which can recreate itself in other minds, by means of what 
he calls the 'objective correlative'. (Williamson 30) 
For Eliot, one of the layers of the objective correlative is the “clear visual picture” – these pictures 
have a meaning, even though not always a clear one, and evoke emotion, which creates new 
meaning in the context of the poem. However, these pictures or images should be “consciously 
concrete and unconsciously general” (Taufer, “Pesmi in pesnitve” 13). With the clear visual picture 
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Eliot’s objective correlative reaches its universality and gives the reader the feeling of integration. 
The elements of the clear visual picture are psychology, mythology and tradition, and, more 
importantly, all of these elements are connected. Subsequently the multiple layers and complexity 
of Eliot’s images and poems are something the reader and translator should keep in mind at all 
times (18).  
Taufer claims that Eliot’s poetry is never confessional, because “extreme objectivization, 
alienation of memory, of 'poet’s private history' gained a symbolic meaning which is objectivized 
to the point where we can no longer call it only a 'personal confession', because the symbol gained 
the intensity of the universal”. In this case the poet’s self has to be replaced by a third person – this 
is Eliot’s “persona”. “When Eliot transferred […] his 'first voice' onto 'third voice', when he in a 
sense hid and transcended into third person, being, thing, he reached the impersonality of poetic 
emotion”. The persona is therefore “the element of the objective correlative which allows the 
poetic material, specifically emotion, which is accumulated in this material, to live its own life that 
is mostly independent from the creator …” (“Pesmi in pesnitve” 16). The consequence of the 
persona having its own life is, as Taufer points out, that the reader does not relive the author’s 
experience, but rather experiences his or her own poem, and comes into contact with a third person. 
In this way, Eliot’s poetry is closely connected to drama (17). 
The objective correlative, Eliot's wish to create universal emotion in his poems, is the reason why 
he de-personalizes the subject and uses “impersonal metaphorical language” (22). With the 
technique of montage, Eliot “objectifies”, “de-personalizes”, and “creates universality, generality” 
(Taufer, “Iz pesmi” 275). As mentioned, the goal of this objectification is to reach the broadest 
circle of readers and to exclude the poet’s personal emotion (276).  
4.2 Meaning and rhythm 
Eliot’s poetry is often blamed of being difficult to understand: “Eliot is often seen as an 
intellectually difﬁcult, fearfully elitist writer, and so in some ways he was. But he was also the 
kind of poet who put little store by erudite allusions, and professed himself quite content to have 
his poetry read by those who had exceedingly little idea of what it meant” (Eagleton 92). However, 
Eliot’s idea that his poems would be read and enjoyed by a broad circle of readers is often not 
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fulfilled; especially when the readers feel that “[...] above the verse forms, his poems present 
formal difficulties of a much more discouraging nature; often they seem not to make sense; 
sometimes they seem emotionally incoherent; now and then they sound even musically incoherent” 
(Williamson 16). But Williamson points out that even though “[i]t is often said, for example, that 
he leaves out connections and transitions, […] this is true only in a grammatical sense. If he omits 
the grammatical signs of connection and order, he preserves the psychological or poetic signs” 
(14). Williamson believes this is the result of the characteristic 
that poetry as meaning is neither plain sense nor nonsense, but a form of imaginative sense. If we insist that 
a lyric poem does not mean but is, we assert not a different mode of being but that its emotional values cannot 
be translated. As plain sense its meaning becomes an abstraction; as imaginative sense it is always realizing 
something more than its obvious meaning, is always conveying a state of mind as well as ideas. (15) 
As we could notice in Eagleton’s citation, Eliot’s purpose was not to be obscure. He did, however, 
“avoid overt logic” (42), and was in his writing generally “moving towards meaning and not 
starting from it” (Gardner 57). Gardner also points out the following:  
These poems do not begin from an intellectual position, or a truth. They begin with a place, a point in time, 
and the meaning or the truth is discovered in the process of writing and in the process of reading. Each poem 
gathers up into itself all that has been said before, and communication becomes easier as the whole poem 
proceeds. (57) 
Eliot himself “insisted […] on the variety of poetry”, and saw as the only common element “the 
rhythm of verse instead of the rhythm of prose” (“Selected prose” 95). This rhythm of verse is 
therefore strongly connected to the meaning of poetry, as we already saw in the chapter on Eliot’s 
essays. As Williamson points out, “the medium of poetry is not pure sound, but significant sounds 
with predetermined meanings, which the poet may alter but never violate” (21). Eliot claims that 
“the music of verse is inseparable from the meanings and associations of words”, which means 
that “the meanings are no less terms of ordering and organizing poems, and a means of greater 
precision – at least, more articulate – than either music or associations” (Williamson 48). 
On the other hand, Taufer emphasizes that “in the Four Quartets rhythm became the basic element 
of the objective correlative”. Rhythm and subsequently the verse itself were supposed to suggest 
the movement of thought in one’s brains, which meant that the reader gathers meaning on an 
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emotionally suggestive level, rather than through logic. With this close-knit interaction of the 
meaning and the sound of the word, the reader is “derailed” (Taufer, Pesmi in pesnitve 27). Eliot 
joined “paradox, contrast and counterpoint with the structure of verse, rhythm and syntax” and 
created the effect which “allowed rhythm and content, detail and symbol a multifaceted life and 
connectedness” (28).  
4.3 Metric form 
In connection to rhythm, we should also consider the spectre of metric forms that Eliot uses in his 
poetry. In his poems, often also within one particular poem, we will find a wide array of different 
metres:  
Eliot’s progress in verse might be outlined as follows: from loose verse forms with a blank verse basis, 
variously sectioned, and functionally rhymed; or accented forms in shorter lines; to regular stanza forms, 
with an occasional irregular element, curt in movement, zoned and emphasized by rhyme; to stretched or 
syncopated modulations of earlier forms, more variously rhythmed – more accentual than syllabic in metre, 
like nursery rhymes or the Samson Agonistes chorus – eschewing punctuation or replacing it by verse 
divisions, introducing punctuation only where verse pauses do not suffice. (Williamson 44) 
This experimentation with metre is never random when it comes to Eliot: “One may learn from all 
this to look at Eliot’s verse in relation to traditional measures before one calls it merely free, and 
to look for an implicit order in his poems before one calls them chaotic” (Williamson 44). It is 
imperative to remember that “[m]odulation or change in the verse form introduces various kinds 
of change or transition in the subject or feeling; it often does the work of the more common forms 
of transition” (45). Williamson describes Eliot’s change of metre when drawing nearer to 
conversational tones:  
In declamation he moves from a free dramatic blank verse to a freer manipulation of his accentual base, 
molded by phrasal modulation on fewer stresses, more indulgent to longer and looser rhythms of similar 
shape, more accommodated to speech. Throughout, his arrangement of words by line, his spacing, must be 
carefully regarded not only for the musical phrases and pauses, but also for their relation to the logical 
sequence which, by crossing the line division, points the significance of their disposition. (45)  
Throughout his poetry, we can notice that when Eliot uses strict traditional metre, it is often to 
sharpen the gap between the sound and the meaning of the poem. This means that poems that are 
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complicated in meaning usually have a straightforward, regular and clear metre. Eagleton 
emphasizes this when he writes about “Mr. Eliot’s Sunday Service”:  
Note, however, that the poem is not at all outrageous in metrical form. Instead, its metrical trimness leads us 
to expect a transparency of meaning which we are craftily denied by its language. And this metrical economy 
also lends it an impersonal air, one which allows it to get away to some extent with its shamelessly (or is it 
ironically?) self-ﬂaunting display of erudition. (91–92) 
A similar juxtaposition between meaning, and metre and rhythm can be seen in the first three lines 
(“Let us go then, you and I, / When the evening is spread out against the sky / Like a patient 
etherised upon a table”) of one of Eliot’s most famous poems “The Love Song of J. Alfred 
Prufrock”:  
The allusion to the evening and the sky sets up a conventionally Romantic expectation, which the following 
line casually or callously deﬂates. There is an equal bafﬂing of expectations in the irregular rhythms of these 
three lines, which seem deliberately maladroit. The last two of them are rather dishevelled iambic pentameters. 
The lines lurch rather than glide, and the fact that the ﬁrst two of them rhyme simply helps to throw their 
clumsily contrasting rhythms into relief. Their language is deliberately spiky and unlovely, more like the 
bleached bureaucratese of a form you might pick up in the post ofﬁce than what we have come to expect 
from poetry. (Eagleton 92–93) 
These examples show that, bottom line, Eliot's forms are evocative (Taufer, “Pesmi in pesnitve” 
23), always carrying also meaning, not just sound, or with its rhythm at least evoking a different, 
often contradictory meaning that the words communicate. When Eliot uses a “simple”, regular 
metre, that stirs certain expectations in the readers, and then breaks down these expectations by 
shocking the reader with a complicated and hermetic meaning, the meaning of the poem broadens 
and the reading experience becomes new, different, derailing and shocking the reader. 
Eliot was “a poet with remarkable range of diction” and skilfully combined a wide range of 
vocabulary and different metric forms to create a unique poetic style, where  
the life of the passage is in its rhythm, uniting the disparate elements of the diction, and creating, above the 
varied poetic effects of separate lines and phrases, a single poetic impression. The variety of the diction, the 
union of the common word and the formal, the colloquial and the remote, the precise and the suggestive, is 
made possible by the strength and flexibility of the metre – the characteristic metre of Four Quartets. The 
creation of this metre is perhaps Mr Eliot’s greatest poetic achievement. (Gardner 15) 
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As mentioned, Eliot used different metric systems and, in this way, a large part of his poetry is 
significantly based on tradition, but Eliot always also deviated from the strict traditional form to 
create modern verse. Gardner concisely explains the metric scheme that Eliot uses in some of his 
work, mostly in his collection Prufrock and Other Observations from 1917:  
The characteristic metre […] is an irregularly rhyming verse paragraph in duple rising rhythm, with more or 
less variation in the length or the lines. Rhyme is used as a rhetorical ornament, not as part of a regular 
pattern; it is decorative and makes for emphasis, but it is not structural. There is, beside the variety in the 
number of stresses in the line, considerable variety in the amount of co-incidence between speech stress and 
metrical stress […]. The underlying rhythm is unmistakable; it remains a duple rising rhythm, the staple 
rhythm of English verse, the basis of our heroic line […]. The use of this metre […] is an attempt to get away 
from the dominant blank verse of the nineteenth-century masters of the poetic monologue. (17) 
Gardner goes on to say that “Eliot develops instead the free treatment of the heroic line to create 
paragraphs adorned and pointed by rhyme […]” (18). But in his later work, for example in Poems 
from 1920, Eliot abandones the earlier metre and reaches for blank verse (e.g. in “Gerontion”): 
“The characteristics of this verse are the extreme freeedom in the disposition of the speech stresses, 
the absence of the strong beat which the co-incidence of speech and metrical stress gives, and the 
variety in the position of the pauses within the line” (18). 
After manipulating with the heroic line, Eliot chose to abandon it, since “it has so long and glorious 
a history that when it is used as the metre of a long poem it is almost impossible not to echo one 
or other of its great masters” (Gardner 21). Blank verse and the heroic line became exhausted, and 
Eliot’s new verse became rhythmically very flexible: “Mr. Eliot has freed the metre by exercising 
a far greater liberty within the line in the number of syllables, and by using the four-stress line as 
a norm to depart from and return to”. This means that Eliot created either shorter lines of three 
stresses or longer lines of six stresses (both of which we find for example in “Burnt Norton”) (31–
32). The most important consequence of this freer verse form is that Eliot now had the freedom 
“to include every variety of diction, and to use the poetic as boldly as the prosaic, without any 
constraint” (35).  
However, no matter the metre and verse type, be it blank, free, or even choric (e.g. in the play The 




Whether in free rhymed verse, or in quatrains, or in the blank verse of 'Gerontion' his poetry had a peculiar 
force of expression; it was economical of words, omitting the merely connecting phrase, elliptical and in the 
best sense rhetorical. (Gardner 101) 
4.4 Allusions 
Another element that makes Eliot’s poetry often hard to comprehend, and even trickier to translate, 
is the abundance of allusions and references to other texts, works of art, or historical moments. 
Eliot, of course, does not expect his reader to understand or even catch all of the allusions, because 
“[i]f awareness of an allusion is necessary, the poem will make it evident in some way” 
(Williamson 20).  
When reading Eliot’s poetry, Williamson points out that  
one is obliged to follow the order of the ideas or the parts for the significance of their relationship. His 
suppression of ordinary connectives does not mean either something esoteric or confusion and disorder. The 
succession of words is not random, but connected or related – often in an obvious rather than a devious way. 
(21) 
Eliot builds his poetry on the logic of associations, and allusions are exactly what triggers these 
associations. What the reader may find confusing or illogical is therefore the exact tool that Eliot 
uses to create logic:  
And Eliot has sequential logic; that is, he employs rational connections, writes in accordance with the 
inferences which are probably to be drawn from certain situations, characters, actions, objects, responses, or 
relations. His 'logic of imagery' does not mean incoherence but connection by a common principle of series 
of probable associations; that is, associations which involve inference of some kind or belong to a pattern of 
experience. It means connecting by analogy, implicit relations, or a frame of allusions. (Williamson 24–25) 
However, Eliot’s use of allusions and references, especially when not understood by the reader, 
inevitably created a specific effect in Eliot’s time due to general education, or maybe due more to 
the expectations of the readers:  
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In the same way not all Milton’s readers can have recognized all his classical allusions, or been able to 
complete at once the story of a myth he referred to in passing, but in general his readers regarded Greek and 
Latin poetry as the proper study in schools and universities. If, among familiar allusions, there were some 
that were remote, the audience did not feel irritated by the poet’s superiority in culture. The less well-educated 
reader, aware that he was less well-educated, did not blame the poet for displaying a deeper knowledge, nor 
resent his possessing it. The modern poet is in a very different position. The reading public is far larger, the 
output of printed matter incomparably greater, and the content of education has expanded so enormously that 
there is now no general cultural tradition to which the poet can refer or be referred. (Gardner 69) 
Gardner points out that Eliot’s earlier work is very much rooted in his own personal taste, that is 
why a poem from that period (e.g. “The Love Song of J. Alfred Prufrock”) “is neither personal, 
nor general, though in it the poet expresses a personal vision, and defines what is perhaps a general 
predicament” (70). In his later work (e.g. Four Quartets) Eliot achieved his goal that “[a]lthough 
there is a good deal of literary reminiscence in [a poem], and although the reader who recognizes 
it gains an added pleasure, we are not hindered from understanding the poem by failure to recall 
the original context of words or line” (73).  
4.5 Themes, tone and style 
Similar as with metre and rhythm, Eliot was also very versatile when choosing his themes and 
topics, with the purpose to open the meaning of his poems and create a dynamic reading 
experience:  
The topical and the intellectual, the lively and the difficult, these are superficial effects of modernist work; 
their reasons must be sought in the causes for such effects. In Eliot they derive from his fusion of the new 
and the old, interpreting one by the other, revealing the continuity of human experience, defining 
contemporaneity and tradition; they are integrated in his view of life. (Williamson 18) 
Eliot writes about “moral nature, or the history of man, not of physical nature or beauty or merely 
subjective life” (Williamson 28), and about these themes he writes with “[i]ndirection and all forms 
of emotional reticence, notably those of irony, symbolic association, and antithetic metaphor 
(catachresis), occupy a much larger place in his poetry” (17).  
Since Eliot’s “expression depends upon the association, not resemblance, of ideas”, his poems 
function on the basis of “the suggestion of metonyms or antonyms or other related terms, and 
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connects by some affinity or implication” (Williamson 38). This means that Eliot’s poems are full 
of quick shifts in themes and are extremely complex in their associative movement, proving to be 
difficult for an easy or quick reading or interpretation.  
However, if we simplify slightly and as we have already briefly mentioned, we could say that there 
are two types of material Eliot used in his poetry: emotions and feelings. A poet of course 
experiences normal human emotions, but in his or her poetic creation he or she adds different 
feelings or images to these emotions in order to form a new artistically reshaped whole 
(Williamson 34). 
In his poetry, Eliot includes philosophy, religion, psychology, sociology, anthropology, and other 
scientific fields, but always themes of his poetry, “time and action, meaning life, birth and death, 
[…] end up in new relationships, relativizing relationships that are the source of modern man’s 
anguish” (Taufer, “Iz pesmi” 277). Taufer feels that the main reason for Eliot's authenticity and 
success lies in his expression of the problems of the modern world. The distress and anguish of the 
modern man and the modern civilization is the root of Eliot's poetry. In it, Eliot shows a world in 
which the individual man seeks for his integrity, but is at the same time alienating himself. Due to 
times of war, the society lost all of its “historical and social logic”. The modern man “is no longer 
a complete personality, but rather a grotesque creature” (Taufer, “Pesmi in pesnitve” 9). 
In connection to the wide span of themes and topics, also Eliot’s style of writing has been much 
discussed. One of his specific traits is juxtaposition, which Eliot skilfully used to create impactful 
contrasts between “the beautiful and the ugly, the heroic and the sordid” (Gardner 82). Gardner 
also writes that Eliot’s poems possess “witty ingenuity, their stylistic maturity, their complex rather 
mannered sophistication, their power of phrasing that makes them so immensely quotable” (83). 
However, Eliot’s style of writing is thick, layered with multiple meanings, and often associative 
in a way that it leaves out information, becoming complex and difficult to understand.  
Mr Eliot discards plot and his poem has no conclusion or solution. He gives his poem unity, partly by means 
of musical repetition and variation, but mainly by constant references to the underlying myth, and to related 
myths of death and re-birth. (87) 
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However, similar to the various use of metric forms, Eliot’s style is not always inaccessible and 
complicated (e.g. in Ariel poems Eliot’s style is extremely simple, especially when compared to 
the obscurity of, for example, “Ash Wednesday” (Gardner 122)). Gardner emphasizes that 
“[w]here the early style is concise, condensed, and tends towards the cryptic and oracular, the later 
is diffuse, repetitive, and tends towards the familiar” (73). The change in style brought also a shift 
in imagery:  
The withdrawal into the world of inner experience brings with it a new kind of imagery: an imagery deriving 
from dreams, not from observation, and retaining the inconsequence, the half-understood but deeply felt 
significance of dreams, their symbolic truth. The new imagery lacks the sharp precision as well as the realism 
of the earlier. The images are mostly beautiful and poetically suggestive in themselves, whereas the earlier 
imagery was more often grotesque. They are often drawn from nature, where the most characteristic of the 
earlier images came from human life lived in cities or, if from nature, from nature in its more sinister aspects. 
Many of the images are traditional, common symbols which have an age-old meaning […]. The poet accepts 
this traditional imagery, and mingles it with images of natural beauty, and with more esoteric images […]. 
(Gardner 100) 
When Eliot's style becomes difficult, it becomes 
the exact opposite of a rhetorical style, where we are delighted by our perception of the poet’s exact placing 
of each word to give its maximum force; where we are aware of the rightness of each word, and where sound 
and rhythm support and underline the sense. It is also wholly undramatic. Point is submerged in a musically 
flowing rhythm. (Gardner 102) 
4.6 History and tradition 
Eliot put major emphasis, as we thoroughly mentioned when dealing with his essays, on tradition, 
therefore “an acute awareness of the relations of present and past is central to his poetic sensitivity 
as well as his conception of human wisdom” (Williamson 28). Tradition, which is of course 
inseparably connected to history, is so important to Eliot because, “[g]ranted poetic sensibility, the 
poet in his theory intensifies his sensibility and widens his vision by an awareness of history. For 
history makes or keeps him aware of the larger significance or relationship of his feelings” (32). 
However, Eliot’s use of tradition, using traditional metric and verse styles or referencing other, 
classical authors, is not meant to preserve the traditional meaning, but to rather “make it 
contemporary” (Williamson 37). Tradition is on one hand a building stone of Eliot’s poetry, and 
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on the other something that he must necessarily become free of. Because of this break from 
tradition, which Eliot achieved with his “free and often bold or provocative use of language and 
poetic forms”, Taufer describes his poetry not only as modern, but as avant-garde and experimental 
(“Iz pesmi” 265). 
Mythology is the main “thread of association” (Taufer, “Iz pesmi” 278) in Eliot’s poetry. The poet 
therefore cannot be personal also because every image he or she uses carries a past meaning (275). 
We mentioned the meaning of allusions in Eliot's poetry, but let us at this point also note that these 
allusions, which are taken from tradition, myths and foreign literature, serve as “contrast to current 
situations”. “[...] Eliot's literature, which, in brief, speaks mostly about the alienation of the modern 
man, does this in larger part by using foreign and 'distant' poetic material – and exactly with this it 
achieves the force of the most effective originality […]” (280).  
All of these characteristics mean that the translator is going to have to be familiar with all of the 
references that Eliot uses, and at the same time remain careful of the modern elements of Eliot’s 
poetry if he or she wants to even begin to try and preserve Eliot’s juxtaposition between the old 
and the new also in the translation.  
4.7 Religion 
As mentioned, Eliot changed his religious beliefs at a later point in his life, converting to the 
Anglican Church. Religion was something that became increasingly important to him, and the 
obvious influence of Christianity in his later work, not only in the ways of theme and imagery but 
also vocabulary and language, cannot be ignored. However, “Eliot’s religious beliefs do not 
determine his poems […]” (Williamson 20). With religion entering his poems, Eliot does not wish 
to distance himself from unreligious readers. Again, Eliot believes that the poet’s belief, even if it 
is something to be taken into consideration, is not something that the reader has to agree with to 
read and enjoy his poetry (Taufer, “Pesmi in pesnitve” 24).  
Eliot of course, as we saw when dealing with his essays, never writes religious poetry, but rather 
uses it the way he uses tradition – as a foundation to create images and broaden the meaning of his 
poems. Williamson also points out interesting dynamics between religion and the perception of 
time in Eliot’s poetry:  
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As poet and as religious man his relation to the past, to time, has been the critical problem. His basic paradox 
has remained his dual relation to history, his sense of its pastness and its presence or of the changing and the 
permanent, toward the resolution of which his efforts have been constantly directed. […] While he seeks the 
permanent in the temporary, the timeless in time, he ultimately finds it on the religious level. (29) 
It is important to understand, similar to Eliot’s use of tradition and allusions, that Eliot lived and 
wrote in a time when religion was no longer a central point of human life:  
He is writing of religious experience, of how the mind comes to discover religious truth: truth which interprets 
for us our whole experience of life. But he is doing this in an age which has no universally or even widely-
held conscious formulation of belief; and even more important for a poet (for poetry has more in common 
with worship than with philosophy and theology) no accepted tradition of worship, expressing itself in a 
familiar ritual and liturgy. […] The religious poet today cannot rely upon a common fund of religious imagery 
and religious symbolism, upon liturgical phrases, and great sayings from the Scriptures, to which each of his 
readers can bring his own private wisdom and experience. […] the modern poet is likely to estrange many of 
his readers if he employs words and symbols which are connected with beliefs they do not share. (Gardner 
61) 
Gardner is of the opinion that Eliot's religious phrases did not always achieve their desired poetic 
function, but concludes that “[i]t is not the poet’s business to make us believe what he believes, 
but to make us believe that he believes. He must convince us that he is himself convinced. He must 
also convince us that what he believes genuinely interprets, makes sense of, experience which we 





5. Reception of Eliot's poetry 
Eliot is nowadays regarded as one of the main figures of modern poetry, “whose work had an 
extremely strong influence and still echoes in different layers and stylistic currents of current 
poetry” (Taufer, “Pesmi in pesnitve” 5). However, first critical receptions of his poetry were not 
so favourable. His first collection of poetry, Prufrock and Other Observations, stirred up a lot of 
controversy. Kermode points out two opposite responses Eliot’s poetry received when it appeared:  
One would show that the brutality of some early notices of the poetry gave way to milder expressions of 
disapproval, though not to the point of abandoning opposition, while the other would reflect the ways his 
admirers found to express bewildered admiration for work they regarded as ending one epoch of English 
poetry and opening another. (Kermode) 
Some of the critics of Eliot’s early poetry were extremely harsh: 
The New Statesman thought 'Prufrock' was 'unrecognisable as poetry' but 'decidedly amusing', adding that 'it 
is only fair to say that he does not call these pieces poems.' From the heart of the London literary 
establishment Sir John Squire described The Waste Land as a poem for which 'a grunt would serve equally 
well.' Eliot’s 1925 collection, which included 'Gerontion', seemed to Squire 'obscure so inconsequent . . . 
Why on earth he bothers to write at all is difficult to conceive; why, since he must write, he writes page after 
page from which no human being could derive any more meaning . . . than if they were written in Double-
Dutch (which parts of them possibly are) is to me beyond conjecture.' 'Baudelaire without his guts,' he 
concludes. (Kermode) 
However, the turbulent conversation about Eliot, even if more often than not critical, asserted 
Eliot’s name and made him “too famous to be treated contemptuously”. “His turn to religion” 
became another topic of his critics, since it “was regarded by some as a betrayal of the Modernism 
of which he was already a kind of saint, there [were] worried reviews asking how one could 
continue to respect a thinker who entertained such manifestly implausible notions” (Kermode).  
The conversation changed around 1936 when Eliot published “Burnt Norton”, what was to be the 
first of Four Quartets. In the literary journal Scrutiny D.W. Harding “went far to justify his opinion 
that this poem was among 'the greatest of imaginative achievements'”, and this was the first 
significant shift, when Eliot’s poetry started gaining real critical praise:  
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The certainty of [Harding’s] judgment of 'Burnt Norton' cleared the way for Leavis’s fine Scrutiny essay on 
the second and third Quartets in 1942. 'To have gone seriously into the poetry,' Leavis writes, 'is to have had 
a quickening insight into the nature of thought and language.' The influence of Scrutiny was very much 
greater than its small circulation might suggest, and I daresay this piece did more to establish the authority 
of the later Eliot than all the work of the Christian exegetes and the celebrated weekend reviewers. (Kermode) 
It seems that this later wave of praise was what entered into the Slovenian literary environment. 
Taufer writes that the influence Eliot’s poetry, especially “The Waste Land”, had on Slovenian 
poetry was immense (“Iz pesmi” 266). Even though Taufer told me in our personal interview that 
he himself as a poet did not feel so strongly influenced by Eliot as maybe some other Slovenian 
poets (e.g. Tomaž Šalamun), since he had been following his independent poetic path for some 
time, he also pointed out that he still noticed a more modern style starting to appear in his work. 
Taufer insists that Slovenian poetry, as well as European poetry in general (mostly French, Italian 
and German) should acknowledge the influence Eliot had on the poetry of those times and also 
later poetry, and especially his role in the development of the modernist and avant-garde movement 
(“Osebni intervju”).  
In Božidar Pahor’s “In Memoriam” to T. S. Eliot from 1965 we read similar superlatives about the 
poet. Even though Pahor admits the “difficulty” of Eliot’s work and the “intangibility” of his 
personality, he still finds him a revolutionary poet: 
Even if [Eliot] thought himself a traditionalist, his greatest contribution to perfecting the poetic method is 
that he “tore the conversation”. Not only dissecting it into its elements, but literally dismembering it and then 
putting it back together. The poetic dialogue constructed in this way, which can stand also the biggest 
banalities of our civilization and in which classical insinuations and even citations in a foreign language 
appear simultaneously, is necessarily “difficult”. (279) 
In conclusion, “[a]s poet and critic [Eliot] has been divided between novelty and tradition, both 
hailed and damned as exotic and academic” (Williamson 13), but nonetheless, with time the 
international literary community could not deny the greatness of his work or overlook his distinct 
influence on poetry of different nationalities, amongst which young Slovenian poetry, perhaps 
even more than others, found new style and stimulation in Eliot’s “revolutionary spirit” (Taufer, 
“Pesmi in pesnitve” 5). Even though Eliot “morally and artistically resisted changes that came with 
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time”, “the young literary avant-garde, that was mostly left-winged, enthusiastically welcomed” 
his poetry (Pahor 277–278).  
So, despite his “difficulty”, Eliot’s poetic innovation was simply too great to not guarantee him a 
central spot in European and world literature. His poetry marks a “milestone in the English-
speaking world”, and, what is perhaps most important, critics, especially Slovenian ones, agree 
that Eliot “showed the young generation of poets how to express even 'non-poetic' themes in a 







6. Teorija prevajanja 
Nujno za vsakega prevajalca je seveda, da je seznanjen z osnovnimi teorijami prevajanja. Iz tega 
razloga bom pričujoče poglavje posvetila pregledu in povzetku določenih prevajalskih tehnik in 
načinov, ki sem jih poskusila upoštevati ali vsaj imela v mislih tekom lastnega prevajanja. V 
poglavju bom informacije črpala predvsem iz knjige Borisa A. Novaka Salto immortale: Študije o 
prevajanju poezije, v kateri ponudi izčrpen pregled in analizo tehnik prevajanja poezije na velikem 
številu konkretnih primerov iz svetovne književnosti. Kot je bilo prikazano v prejšnjih poglavjih, 
Eliot v svoji poeziji posega po raznovrstnih formah in verznih oblikah, zato pri prevajanju njegove 
poezije naletimo na številne zagate – po eni strani se mora prevajalec pogosto ukvarjati z rimo ali 
različnimi metričnimi oblikami, prav tako pogosto pa naleti tudi na prosti verz in številne retorične 
figure. To pomeni, da je poznavanje najrazličnejših strategij za prevajanje tako raznolikih pesmi 
poglavitnega pomena. V pričujočem poglavju se bom v okviru prevajalskih tehnik potemtakem 
dotaknila različnih področij – od rime, prostega verza, metra in ritma –, kajti vsi igrajo pomembno 
vlogo v Eliotovi poeziji in torej tudi v njenem prevodu. 
6.1 Verz 
Kot pravi Novak, »[v]erz je temeljna ritmična, intonacijska in semantična enota pesniškega jezika« 
(»Salto I« 111), doda pa tudi sledeče: »Verz ni nikoli zgolj zvočna, temveč tudi pomenska enota, 
kajti v poeziji je sleherni zvočni element semantično nabit, saj je nosilec ne zgolj denotativnega, 
temveč tudi iz teksture konkretnega pesniškega besedila izvirajočega konotativnega ali 
prenesenega pomena« (215). Zato je verz, seveda, bistveni element pesmi, ki ga mora prevajalec 
prevesti z občutkom in natančnostjo.  
Novak izpostavlja predvsem pomen različnih »verzifikacijskih principov«, ki jih deli na sledeče 
štiri: 
a) pri kvantitativni verzifikaciji (ki je značilna za staro rimsko in grško pesništvo) 
glavno ritmotvorno vlogo igrajo dolgi in kratki zlogi,  
b) pri silabični verzifikaciji (ki je značilna za romanske in večino slovanskih jezikov) 
je bistveno število zlogov in stalni naglasi, 
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c) pri akcentuacijski verzifikaciji (ki je značilna za germanske jezike in slovenščino) 
je poglavitna mreža naglasov (kjer je število naglasov fiksno, število nenaglašenih 
zlogov pa je lahko poljubno), 
d) pri silabotonični verzifikaciji (ki je značilna za angleščino, nemščino, slovenščino 
in ruščino) pa se združujeta akcentuacijski in silabični princip. »[T]u poleg 
osnovnega akcentuacijskega principa mreže naglasov verzno ritmiko regulira tudi 
število zlogov […]« (112). 
Slovenščina in angleščina torej delujeta po enakem principu, kar prevajalcem delo nekoliko olajša, 
kot če bi izvorni in ciljni jezik uporabljala različna verzifikacijska principa. 
6.1.1 RITEM 
Preden nadaljujemo s prostim verzom in vlogo ritma v njem, si problematiko prevajanja ritma, ki 
je za Novaka »absolutno nepogrešljiva razsežnost pesniškega jezika [...], vse druge značilnosti so 
v skrajni konsekvenci fakultativne in zgodovinsko določene« (»Salto I« 116), oglejmo nekoliko 
širše. Med izraza ritem in metrum ne morem postaviti enačaja (kar je zagovarjal tudi Eliot sam, 
kot smo lahko videli v prejšnjih poglavjih), kajti »[v] zvezi z verznim ritmom bi lahko rekli, da je 
metrum mera ritma v vezani besedi – ne pa ritem sam. [...] Ritem je torej treba ločevati od metra. 
Ritem je vselej utrip, valovanje živega gibalnega, glasbenega ali besednega materiala, med tem ko 
je metrum zgolj abstrakcija ritma« (134). 
V različnih jezikih torej naletimo na različne značilnosti ritma. Angleščina na primer pozna 
»veliko število enozložnic, kar je za ritmiko angleškega verza nadvse primerno, prevajalce pa 
spravlja v obup« (113). Novak izpostavi, da so v angleščini enozložne tako pomožne kot 
polnopomenske besede, posledično pa »angleški verz omogoča neprimerno več odstopanj in kršenj 
metrične sheme kakor slovenski verz« (134–135). 
Pri prevajanju se je treba zavedati razlik, do katerih lahko pride pri prenašanja ritma iz enega jezika 




Posledice te problematike za prevajanje in recepcijo prevedene poezije v ciljnem jeziku so še večje kakor za 
pisanje izvirne poezije, saj se zmeraj zastavlja vprašanje, ali bo bralec (poslušalec) v drugem jeziku razpoznal 
določen ritmični vzorec kot pesniški ritem. Tu igra bistveno vlogo tudi dejstvo, da se posamezne kulture zelo 
razlikujejo po zgodovini literarnih žanrov in verznih ritmov. Tudi če bralec (poslušalec) prepozna določeno 
sosledje zlogov in besed kot pesniški jezik, obstaja določena nevarnost, da bo ritmični vzorec teksta vključil 
v napačen žanrski kon-tekst. Mehanično ponavljanje določenega ritma v prevodu še ne pomeni, da bo ta 
ritem enako učinkoval tudi v ciljnem jeziku in kulturi. (139)  
Novak prevajalce posvari, da je vedno nujno raziskati »zgodovino žanrov [...] v obeh jezikih [...] 
in izbrati tisto formo, ki ima znotraj konteksta ciljne kulture optimalno podoben estetski učinek, 
to pa ni vselej isti ritem« (103). 
6.1.2 PROSTI VERZ 
Eliot je mojstrsko uporabljal različne vrste verzov. Kot omenjeno, se moramo torej prevajalci 
soočiti tako z metričnimi kot tudi s prostimi verzi. Naj se na tem mestu podrobneje posvetim ravno 
prostemu verzu, ki v Eliotovi poeziji igra pomembno vlogo (o Eliotovem osebnem odnosu do 
prostega verza smo govorili v poglavju o njegovih esejih). 
Prosti verz, ki se je uveljavil z moderno liriko proti koncu 19. stoletja (Novak, »Salto II« 166), 
morda na prvi pogled izgleda kot preprostejši verz, ki ga ne omejujejo metrična pravila, in bi se 
komu lahko zazdelo, da je potemtakem prevajanje tovrstnega verza občutno preprostejše kot 
prevajanje metrično regularnih verzov, vendar prosti verz prav tako predstavlja določene težave 
pri prevajanju. Novak zaradi njegove specifike v svoji študiji prostemu verzu posveti celo poglavje 
in izčrpno predstavi njegove značilnosti. O prostem verzu zapiše sledeče:  
Prosti verz je verzifikacija, kjer ritem ne temelji več na pravilnih metričnih shemah, temveč na živem utripu 
besednega reda in na sintaktičnih paralelizmih; zvočnost pa ni več zgrajena na končnih (zunanjih) rimah, 
temveč najbolj diskretnem zvenu številnih aliteracij, asonanc, notranjih rim in drugih ponavljajočih se 
zvočnih vzorcev. (165) 
Prostega verza torej ne definirata meter ali rima, je »metrično nevezan verz« (174), to pa seveda 
ne pomeni, da prosti verz nima ritma. Kot smo že omenili, je ravno ritem po Novaku nepogrešljiv 
element vsakega verza, tudi prostega, čeprav se v prostem verzu tvori drugače kot v metrično 
vezanih verzih. Pri verzu, ki mu ritem določa meter, se mora sintaksa podrediti metrični strukturi, 
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kar pri prostem verzu ni potrebno, zato ravno sintaksa prevzame »ritmotvorno funkcijo«. Ritem je 
torej za vsako pesem v prostem verzu edinstven, enkraten (Novak, »Salto II« 166), in to je prva 
težava, na katero naletimo pri prevajanju prostega verza. Prevajalec se mora nujno truditi, da ta 
enkraten ritem posnema, če je le mogoče, zato mora biti še posebej občutljiv na zaznavanje 
specifičnega ritma in njegovo preslikavo v drug jezik.  
Ne samo, da prosti verz ne ukinja ritma, hkrati tudi ne pomeni »odsotnosti forme«, temveč 
predstavlja drugačno formo. Zaradi odsotnosti metra in rim, ki sta do pojava prostega verza 
predstavljala osnovne sestavine pesniškega jezika (169), se pojavi prepričanje, da se prosti verz 
odmika od poezije in približuje prozi, vendar je to prepričanje nujno zmotno: »Prosti verz torej ne 
ukinja pesniške oblike, temveč se vprašanje forme pri njem paradoksalno stopnjuje in postaja 
posebej občutljivo. Z drugimi besedami: prosti verz ni skrajšana prozna vrstica, temveč na poseben 
način strukturirana jezikovna enota, ki ima svojo lastno ritmično napetost in svoj lastni intonacijski 
lok« (166). 
Prosti verz je potemtakem izmuzljiv za prevajalce ravno zato, ker se pojavlja v tako različnih 
oblikah ter vsakič zazveni s sebi lastnim ritmom  
[i]n čeprav sta ritem in evfonija pesmi v prostem verzu enako 'slišna' kakor zvočnost pesmi v vezani besedi, 
nas spričo dobesedno nepreglednega števila oblik prostega verza navdaja občutek, da se spopadamo z 
izmuzljivo, neulovljivo, neotipljivo snovjo. [...] [U]gotavljanje ritmične strukture pesmi v prostem verzu terja 
zahtevnejšo analizo, kompleksnejšo in subtilnejšo metodologijo. (169)  
Prav je poudariti, da se meter in ritem medsebojno ne izločujeta. Povedano drugače, meter ni 
kvaliteta tradicionalne poezije, ritem pa sodobnega verza. Kravar izpostavi, da 
[n]edvomno različen od metra, ritem vseeno ne more biti metru nasproten. Na ta način, seveda, postavljamo 
pod vprašaj zamolčane vrednostne predpostavke opozicije: vezana beseda = metrum : prosti verz = ritem [...] 
Oponent ritma, naslonjenega na intuiciji, ni meter sam po sebi, temveč ritem, reguliran z metrom. Formula 
'vezana beseda = metrum : prosti verz = ritem' bi se lahko torej glasila kvečjemu takole: vezana beseda = 
izmerjeni ritem : prosti verz = neizmerjeni ritem. (v Novak, »Salto II« 170) 
Če meter in rima v prostem verzu umanjkata in če je ritem element vseh tipov verzov, tudi 
metričnih, kaj je potem tisto, kar je za prosti verz nujen element, da ga sploh prepoznamo kot verz? 
Nekateri verzologi (Kravar, di Girolamo in Attridge) poudarjajo »grafično razvrstitev«, torej 
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razporeditev besed v verze kot poglavitno značilnost prostega verza (Novak, »Salto II« 171). 
Attridge pravi, da je princip, ki v prostem verzu dodatno opozori na ritem in zvok besed, ravno 
vrstica, ki se prekine, bralcu »vsili« premor in se ne prilagaja sintaktičnim pravilom jezika: 
»Ampak v prostem verzu ima vrstica na strani svojo integriteto in funkcijo. To ima pomembne 
posledice za gibanje in potemtakem tudi pomen besed« (5). Z omenjenim se Novak sicer ne strinja, 
vendar je »prepričan, da je prav ritem skupni imenovalec med vezano besedo in prostim verzom 
ter tisti minimalni predpogoj, po katerem se verz razlikuje od proze in torej določa 'pesniškost' 
verza. Seveda pa je ritem v prostem verzu drugače organiziran kakor v vezani besedi« (»Salto II« 
172). 
Tomaševski omenjeno dilemo lepo povzame: 
Verz in proza se razlikujeta po tem, da ima verz zmeraj nesintaktična sredstva za delitev na zgradbene enote 
– verze. Ta sredstva so lahko metrum in rima in še veliko drugega, pomembno pa je, da je ritmična naloga, 
ki predestinira konstrukcijsko členitev govora, neodvisna, pred govorom, in vnaprej določa njegovo zgradbo. 
Tukaj ritem ni dejstvo kot v pogovorni besedi in ne posledica kot v prozi, temveč je estetsko uzaveščena 
norma. (v Novak, »Salto II« 173) 
Glede na povedano torej ugotovimo, da izraz »prosti verz« (angl. »free verse«) ni najprimernejši, 
saj ime asociira nasprotje med omenjenim in metričnim verzom, za katerega včasih zmotno 
verjamemo, da je omejen (Attridge 168). »Svoboda je relativna in ni razloga, zakaj prosti verz ne 
bi bil prav tako previdno nadzorovan kot metrični verz« (5), zato bi ga bilo bolje imenovati 
»nemetrični verz«, vendar bi to negativno ime lahko sugeriralo na nadrejenost metričnega verza. 
Attridge izpostavi, da »[p]rosti verz, ki obstaja v mnogih različnih oblikah, ni v splošnem pogledu 
niti boljši niti slabši, niti težji niti lažji za pisanje kot metrični verz« (168). 
Kot omenjeno, po razpadu »metrične organiziranosti« postane glavni element, ki ustvarja ritem v 
prostem verzu, sintaksa, ki hkrati »povezuje« in »ločuje elemente kakršnekoli izjave«, ta njena 
funkcija pa je v poeziji še dodatno poudarjena. »Ponavljanje skladenjskih enot ima nenavadno 
moč: zmore organizirati pesniški jezik. Sintaktični paralelizmi dvignejo jezik do poetičnega učinka 
brez tradicionalnih verzifikacijskih sredstev, ritma in rime oziroma drugih glasovnih figur« 
(Novak, »Salto I« 175).  
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Pri pesmih, pisanih v prostem verzu, lahko torej pričakujemo izrazit in močan ritem, kar zagotovo 
opazimo v marsikateri Eliotovi pesmi. Spoznali smo, kako pomembna je za prosti verz členitev 
pesmi na posamezne verze, tako je pomembna tudi členitev pesmi na kitice (Eliot veliko svojih 
pesmi zapiše v kvartinah). Grafično podobo pesmi mora prevajalec nujno upoštevati in ohraniti v 
prevodu, hkrati pa je nujno »upoštevati ponavljanja kot integralni in ključni element pesniškega 
jezika tovrstnih besedil« (Novak, »Salto I« 180). Jezikovne lege so tudi element prostega verza, ki 
jih mora prevajalec skrbno prevajati (185), kar je pri Eliotovi poeziji še posebej pomembno, glede 
na to, da se Eliot poslužuje kar se da raznolikih jezikovnih leg.  
Novak vsa navodila za prevajanje prostega verza strne v končnem navodilu, ki ga poveže z energijo 
verza kot glavnim elementom, ki ga mora prevajalec ohraniti v prevodu. Omenjeno energijo verza 
razume podobno kot Lotman, ki jo razlaga kot »strukturn[o] napetost« oziroma »aktivn[o] 
tendenc[o] k trčenju, konfliktu, boju različnih konstrukcijskih principov« (v Novak, »Salto II« 187). 
Pomen energijskega naboja za prosti verz lahko najbolje povzamem z Novakovimi besedami:  
Poezija v vezani besedi temelji na trdnem zunanjem ogrodju, ki ga sintaksi ponuja metrika; zunanja znamenja 
metrično pravilnega ritma, evfonije rim in simetričnega kritičnega členjenja že sami po sebi oddajajo signal, 
da gre za pesniški jezik. Kljub tako močni artileriji pesniških sredstev je vezana beseda doživela zgodovinski 
zaton, ker ni več omogočala polnega umetniškega izražanja, ker ni več prepustila avtentične pesniške energije. 
Prosti verz tako močnega orožja nima, zato je neprimerno bolj odvisen – usodno odvisen! – od energetskega 
naboja, ki ga izžareva. Ta naboj je enako pomemben za pisanje pesmi v prostem verzu kakor za njihovo 
prevajanje. Z energijo prosti verz stoji in pade. (»Salto II« 188) 
6.2 Rima 
Rima je »ponavljanje vseh glasov od zadnjega naglašenega vokala naprej« (Novak, »Salto I« 161), 
hkrati pa verze povezuje med sabo, tako da »vzpostavi nenadejani skupni imenovalec med 
pomensko različnima besedama […]« (150). Rima ni le zvočni stik, ampak pomenski poudarek, 
ki odpira interpretacijo pesmi, oziroma kot piše Novak, »[r]ima torej ni zgolj zvočna vinjeta, 
zvončkljajoči okras na koncu verza, temveč strateško mesto, semantični vozel, ki vzpostavlja 
bogato sporočilo, povsem nemogoče zunaj polja konkretne pesmi« (91). Rima v vsaki pesmi 
zagotovo predstavlja pomenski poudarek, še nekoliko bolj pa to morda velja za Eliotovo moderno 
poezijo, v kateri je imel avtor na izbiro tako nerimano in rimano varianto. Kjer se Eliot odloči za 
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rime, še posebej znotraj pesmi, ki po večini niso rimane, je to oznaka za dodatno pomensko 
vozlišče in je potemtakem nujno, da ga prevajalec poudari tudi v prevodu.  
Ob prevajanju rime mora biti prevajalec pozoren tudi na njen tip. Kot izpostavi Novak, različni 
tipi rim pri bralcih zbujajo različne asociacije. Na primer »zaporedne rime so značilne za ljudsko 
in pripovedno poezijo, prestopne omogočajo kar najširšo uporabnost, od lirskih do narativnih leg, 
oklepajoče rime pa so rezervirane le za visoko umetniško (lirsko) govorico in so v tem smislu 
'najožje'«, vendar pa tovrstna razdelitev nujno ne velja v vseh jezikih (»Salto I« 165). Novak 
predlaga, da je sicer razporeditev rim bolje ohraniti, »vendar je v primeru pomanjkanja ustreznih 
rim bolje poenostaviti razporeditev rim [...]« (171). 
Edino logično je, da slovnične lastnosti jezika močno definirajo tvorjenje rim, zato je prevajanje 
rim iz enega v drug jezik lahko izredno zahtevno. Kot že omenjeno, ima angleščina izrazito 
»omejen slovar čistih rim, ki je posledica fonetike (velikega števila diftongov, mešanih vokalov)« 
(113), med tem ko je število čistih rim v slovenščini večje, pa so »[z]akonitosti slovenske rime [...] 
izjemno stroge […]« (184). Kljub temu, da pri prevajanju rime naletimo na številne težave, je 
poglavitno, kot piše Novak, da rima zveni »naravno« (169). Nenaravni naglasi in obračanje 
vrstnega reda torej mnogokrat kršijo to naravnost, še posebej, če govorimo o moderni poeziji.  
Seveda rima še zdaleč ni edino, kar poezijo napravi poezijo. »Poleg izrazitega ritma, rim in drugih 
glasovnih vzorcev igrajo vlogo tudi privzdignjena dikcija, poudarjena raba nekaterih retoričnih 
figur, ki jih asociiramo predvsem s poezijo, posebno, 'poetično' ozračje itd.« (Novak, »Salto I« 
150). Kot omenjeno, se je Eliot posluževal vsega naštetega – od ritma do retoričnih figur in 
svojevrstne dikcije, ko je ustvarjal svojo poezijo, med drugim tudi rimo, ki jo je uporabljal še 
posebej premišljeno, vendar največkrat na način, ki izgleda izredno spontan, svež in izviren. 
Eliotove rime pogosto zvenijo tako naravno, v pesmi pa so postavljene v precej oddaljene verze, 
kar pri branju povzroči, da rima subtilno odmeva v bralčevem ušesu, pogosto ne da bi jo ta 
zavestno sploh zaznal. Pojavlja se torej vprašanje, če si prevajalec lahko v primeru rimanih verzov, 
ki so navidezno skorajda ne namenoma posejani v nekaterih pesmih, dovoli opuščanje rim, čeprav 
ve, da je Eliot svoje rime vedno premišljeno postavil na strateške položaje v pesmi? Podobno 
vprašanje si zastavi Novak, ko zapiše: »Največja dilema pri prevajanju rimane poezije [...] je, ali 
je treba in ali je pri današnjem stanju pesniškega jezika sploh možno uporabiti rime tudi v prevodni 
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poeziji. In kakšna naj bo današnja rima: zvesta zvenu rime v originalu ali ciljnemu jeziku?« (»Salto 
I« 182–183). Novak izpostavi, da kljub krizi rime pri velikem številu evropskih jezikov, rima v 
slovenščini še ni popolnoma izčrpana, saj je »slovenski pesniški jezik« mlad in se zato slovenski 
prevajalci še vedno poslužujejo rimanja v svojih prevodih (183). To je bil tudi eden od razlogov, 
zakaj sem se v svojih prevodih odločila ohraniti rime, kjer je bilo to le mogoče.  
6.3 Ponavljanje  
»Ponavljanje je osnovni motor pesniškega jezika: strukturira ga ne le ritmično, temveč tudi 
semantično, to pa tako, da paradoksalno razpre pomensko polivalentnost sporočila« (Novak, 
»Salto I« 74). Eliot, ki je pomen svojih pesmi široko odpiral, se je ponavljanja pogosto posluževal, 
zato ga je v prevodih v slovenščino nujno zajeti. V sledečih poglavjih analize prevodov bom 
pozorna tudi na to, če so bili prevajalci zvesti pri ohranjanju ponavljanja, prav tako sem bila v 
lastnih prevodih previdna, da sem ponavljanje ohranila, a več o tem v sledečih poglavjih.  
6.4 Tekst in kontekst  
Novak v prvem delu svoje knjige Salto immortale poudari tudi pomen prevajanja teksta, kon-teksta, 
pred-teksta in pod-teksta. Pod izrazom pred-tekst razume »biografske reference«, ki so kdaj 
pomembne pri interpretaciji pesmi, pod izrazom pod-tekst pa »skrito sporočilo« pesmi (97). 
Čeprav se seveda lahko strinjamo, da je prevajanje samega teksta tisto, kar bi moralo biti v ospredju, 
ko se prevajalec loti svojega dela, pri marsikateri pesmi konteksta, v katerem je bila pesem 
napisana, in pred-teksta, torej določenih biografskih dejstev iz avtorjevega življenja, preprosto ne 
gre zanemariti. Čeprav marsikateri strokovnjak meni, da tekst stoji samostojno, bomo na 
konkretnih primerih Eliotove poezije opazili, kako pomembno je razumevanje konteksta in pred-
teksta, še posebej za prevajalca, ki se trudi, da pesem ujame v vsej njeni razsežnosti.  
6.5 Drugi elementi  
Do zdaj smo si podrobneje ogledali problematiko prevajanja verza, ritma in rime, seveda pa pri 
prevajanju poezije naletimo na kopico drugih elementov (npr. besedišče in slovnične strukture), ki 
predstavljajo dodatne težave pri prevajanju. Novak celo izpostavlja, da obstajajo mesta, »ki [so] 
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zaradi objektivne razlike med jezikoma pač neprevedljiv[a] v vseh svojih razsežnostih« (»Salto I« 
73). 
Prva od teh težav »je dejstvo, da jeziki na različne načine personificirajo določene pojave« (69). 
Angleščina, kot vemo, ne pozna slovničnega spola – za razliko od slovenščine se druge besedne 
vrste (glagoli, pridevniki) ne prilagajajo spolu samostalnika, prav tako se za nežive predmete 
uporablja nevtralni zaimek »it«. Največja težava, na katero naletimo pri prevajanju iz angleščine 
v slovenščino, je torej, da moramo v slovenščini vsakemu samostalniku nujno predpisati spol in 
ustrezno prilagoditi tudi pridevnike in glagole, ki se navezujejo na samostalnik. Predvsem v 
primeru Eliotove poezije to predstavlja veliko zagato, ker je Eliot svoje verze pomensko široko 
odpiral, včasih so celo sintaktično nejasni, v slovenščini pa zaradi slovničnih značilnosti jezika te 
nejasnosti ne moremo ohraniti. Ker je torej v slovenščini mnogo bolj jasno, kakšen odnos imajo 
besede med sabo, se Eliotova odprtost v slovenskem prevodu zapira. Druga posledica te značilnosti 
pa je tudi večje število zlogov v slovenskem prevodu, kar sem podrobneje obravnavala v poglavjih 
o analizi prevodov.  
Podobno zapiranje odprtosti se zgodi, ko moramo v slovenščino prevesti Eliotove stavke, ki jih 
pogosto niza s pomočjo sedanjih deležnikov (npr. »coming«, »seeing« itd.). Tovrstno združevanje 
stavkov je v angleščini pogosto in naravno, med tem ko je v slovenščini zelo redko in največkrat 
zahteva nov odvisen stavek (včasih se prevajalci sicer odločijo za deležnik z obrazilom -oč, npr. 
»prihajajoč«, vendar si upam trditi, da ta oblika slovenskemu bralcu najpogosteje ne deluje 
naravno). To pomeni, da bo ritem pesmi v prevodu zagotovo ogrožen, če moramo verz razširjati z 
odvisnimi stavki. Na možne rešitve tega problema sem bila pozorna pri analizi obstoječih 
prevodov, kar bo podrobneje opisano v sledečih poglavjih. 
Naslednja težava, na katero naletijo prevajalci, je dvojina, ki je specifična značilnost slovenščine. 
Kot piše Jakobson v O lingvističnih vidikih prevajanja: »Če kakšne gramatične kategorije v jeziku 
ni, njen pomen lahko prevedemo v ta jezik s pomočjo leksike. [...] Težje je ostati zvest izvirniku, 
kadar v jezik, ki ima neko gramatično kategorijo, prevajamo iz jezika, ki take kategorije nima« (v 
Novak, »Salto I« 75–76). Če upoštevamo Jakobsona, lahko torej slovensko dvojino v tuje jezike 
pretežno ustrezno prevajamo z dodajanjem ustreznih števnikov (npr. »otroka« – »two children«), 
med tem ko je obraten proces težji, saj lahko množinsko obliko »we« v angleščini v slovenščino 
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prevedemo kot »mi« ali »midva«. Z odločitvijo za eno varianto lahko tako ponovno zapremo 
pomen pesmi, ki v izvirniku ne definira osebe. Odločitev mora tako sprejeti prevajalec sam glede 
na lastni občutek in kontekst specifične pesmi.  
Novak opozori še na dve pomembni točki, in sicer da »[je lahko] neprevedljiv kompleksen učinek 
ritmike in leksike, evfonije in semantike, ki rezultirajo v enkratni spojini zvena in pomena« (»Salto 
I« 80), in da se »s problemom neprevedljivosti [...] pogosto srečujemo na mikrotekstualni ravni, 
pri fragmentu besedila, tudi pri posameznih besedah« (87). Z obojim, tako neprevedljivostjo 
kombinacije ritmike in leksike kot tudi neprevedljivostjo posameznih besed, so se srečali 
prevajalci Eliota in z obojim sem se pri prevajanju spopadla tudi sama, a do večje potankosti bomo 




7. Analiza obstoječih prevodov 
Pri pregledu obstoječih prevodov Eliotovih del ugotovimo, da so njegova dramska dela v glavnem 
za potrebe gledališč, pa tudi za objave v literarnih revijah, prevajali številni prevajalci (prvi je bil 
leta 1956 Herbert Grün, sledili so mu Ludovika Kalan, Lado Kralj, France Papež, Veno Taufer, 
Jože Udovič, Nada Grošelj in Petra Vide Ogrin1). Ob pregledu prevodov Eliotove poezije hitro 
opazimo razliko. Slovenski leksikon novejšega prevajanja našteva sledeči seznam prevodov 
(našteti so izključno prevodi poezije):  
Mart Ogen, Pesmi, Radio Ljubljana, 1960. 
France Papež, Pesmi, Znamenje, 1972. 
---, Pepelnica, Znamenje, 1973.  
France Pibernik, Burnt Norton, Sodobnost, 1965.  
Veno Taufer, Pusta dežela, Perspektive, 1960/61.  
---, Burnt Norton, Problemi, 1965.  
---, Ljubezenski spev J. Alfreda Prufrocka, Dialogi, 1965.  
---, Marina, Gerontion, Potovanje modrih, Šepet nesmrtnosti, Votlo ljudstvo, Naši razgledi,  
 1965. 
---, Pesmi in pesnitve, DZS, 1966. 
---, Iz pesmi, dram in esejev, Cankarjeva založba, 1977. 
---, Pesmi, Mladinska knjiga, 1982. 
---, Sweeney Agonistes, Radio Ljubljana, 1973. 
(ni str.) 
Z Eliotovo poezijo so se torej ukvarjali štirje prevajalci, Ogen, Papež, Pibernik in Taufer.2 Ker je 
radijski arhiv izpred skoraj šestdesetih let toliko težje dostopen kot pisni viri, do Ognovih prevodov 
nisem prišla, zato se bom v tem poglavju osredotočila na preostale tri prevajalce. Predvsem bom 
prevode Papeža in Pibernika primerjala s prevodi Vena Tauferja, ki se je, kot je očitno z zgornjega 
seznama, prvi in najbolj poglobljeno ukvarjal s prevajanjem Eliotove poezije ter edini prevode tudi 
izdal v treh zbirkah. Prva od teh treh zbirk je izšla leta 1966, druga leta 1977, zadnja pa leta 1982. 
 
1 Poleg Slovenskega leksikona novejšega prevajanja delen seznam prevodov Eliotovih del ponuja tudi spletna stran 
Oddelka za anglistiko in amerikanistiko Filozofske fakultete v Ljubljani.  
2 Leta 2010 je Eliotovo knjigo Old Possum’s Book of Practical Cats, po kateri je Andrew Lloyd Weber ustvaril tudi 
muzikal, v slovenščino z naslovom Mačke prevedel Milan Dekleva. Ker pa je ton in namen Eliotov Mačk drugačen 
od njegove druge poezije (lahko bi rekli, da je zaradi svoje igrivosti in sproščenosti bolj namenjen mlajši publiki), 
zbirka v analizo v tej magistrski ni vključena. 
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Ta podatek nam sporoča, da je od zadnjih prevodov (ki pa so bili skoraj vsi pravzaprav napisani 
še leta 1966) minilo skoraj štirideset let, kar vidim kot pomemben razlog, zakaj je čas, da preostala 
poezija tako odmevnega in pomembnega avtorja doživi tudi sodobnejše slovenske prevode.  
Ker se v pričujoči magistrski nalogi ukvarjam tudi z lastnimi prevodi Eliotove poezije, sem se 
želela čim bolj temeljito spoznati z že obstoječimi prevodi, da lahko iz njih črpam zgled in 
morebitne prevajalske rešitve. Imela sem neprecenljivo priložnost, da se osebno srečam z Venom 
Tauferjem, ki mi je iz prve roke podal odgovore na vprašanja in omogočil poglobljeno 
razumevanje njegovega prevajalskega procesa. 
Veno Taufer je Eliotovo poezijo odkril skorajda po naključju, in sicer v antologiji založbe Penguin, 
kjer so ga Eliotove pesmi, kot pravi sam, povsem očarale. Kot je povedal Taufer, je rad prevajal 
tisto, kar mu je bilo blizu, zato se je lotil tudi prevodov Eliotovih pesmi. Prvi vzgib je bil torej 
oseben, vendar pa je v ozadju vztrajala ambicija, da Eliota predstavi slovenski publiki, predvsem 
mladim pesnikom. Kot pravi Taufer, so bili to njegovi prvi resni prevodi. Čeprav je pred tem že 
prevajal, je to počel predvsem za lastne potrebe, s prevajanjem Eliota pa je želel doseči nekaj, kar 
mu je nedvomno tudi uspelo – ti prevodi so spremenili tedanjo slovensko poezijo, vplivali so na 
številne mlade slovenske pesnike, ki so prevode prebirali, in zgodil se je opazen prelom (»Osebni 
intervju« ni str.). Na splošno je Taufer k prevajanju Eliota zagotovo pristopil premišljeno in 
odgovorno. Zavedal se je, da »[n]eka pesem lahko pomeni zelo različne stvari različnim bravcem 
in vsi ti pomeni so lahko drugačni od tistega, ki ga je imel avtor v mislih«, kar pomeni, da »že 
samo prevajanje pomeni (lahko tudi prevajavsko tehnično ponesrečeno) interpretacijo« (»Pesmi 
in pesnitve« 30). 
Taufer je izpostavil, da pri Eliotu spoštuje predvsem njegovo sposobnost združevanja pogovornega 
jezika, stvarnih in sočasnih tematik s tankočutno liričnostjo in pesniško predelavo. Pravi, da je pri 
Eliotu spoznal, da je lahko tudi modernistična pesem neizmerno nežna (za primer poda »Marino«), 
in vse to predstavlja elemente, ki jih je imel kot prevajalec ves čas v mislih. Taufer je povedal še, 
da si je pri prevodih in razumevanju njegove poezije še najbolj pomagal z Eliotovimi eseji 
(»Osebni intervju« ni str.). 
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Taufer je pesmi, ki jih je prevedel, izbiral na podlagi dveh ključev – kar mu je bilo osebno blizu in 
za kar je čutil, da so Eliotova najbolj tipična dela. Sam pravi, da je imel največ težav pri prevajanju 
določenih pasaž v »Pusti deželi«, ki so oblikovno izredno tradicionalne, pomensko pa hkrati 
popolnoma modernistične, zato bom tudi v nadaljevanju poglavja del posvetila analizi 
Tauferjevega prevoda »Puste dežele«. Kar se tiče ločil, je Taufer povedal, da se mu pri poeziji 
(tudi lastni) zdi nujno pretakanje pomenov, ki ga lahko dosežemo z opuščanjem ločil, zato se je 
tega skušal držati tudi pri prevodih, kjer Eliot ločil ne uporablja konsistentno in mu služijo ravno 
za odpiranje pomena. Kar se tiče ritma, si Taufer ni prizadeval, da bi »prepisal« Eliotov ritem, 
temveč bolj, da bi ga ohranil v celoti pesmi. Tako je torej mestoma, kjer ritma ni uspel ohraniti, 
ritem premestil na druge dele pesmi, saj mu je bilo najpomembneje ohraniti ritmično sliko pesmi 
kot celote (»Osebni intervju« ni str.). Podobno je Taufer izrazil, ko je v spremni besedi zapisal, da 
se Eliota ne da prepesniti, temveč ga »je moč le prevajati – poiskati zmeraj sproti odgovarjajoči 
ritmično glasbeni ključ, v katerem je verz ali pesem napisana, in, enako skrbno, točen vsebinski, 
pomenski sklop, strukturo in vez besed skušati zapisati v prevodu v taktu, ki odgovarja taktu 
izvirnika« (»Pesmi in pesnitve« 30). 
Vse omenjene poudarke, ki mi jih je zaupal Veno Taufer, sem uporabila za osnovno izhodišče tako 
pri analizi Tauferjevih prevodov, primerjavi njegovih prevodov s Papežem in Pibernikom, pa tudi 
pri lastnem prevajanju. V nadaljevanju poglavja se bom sprva osredotočila na analizo Tauferjevih 
prevodov, kjer sem se odločila, da se bom posvetila pesmima »Ljubezenski spev J. Alfreda 
Prufrocka« in »Pusta dežela«. Omenjeni pesmi sem izbrala, ker menim, da sta primeren odraz 
načina Eliotovega pisanja in bosta služili kot dober primer za analizo različnih prevajalskih dilem 
in rešitev. V drugem delu poglavja se bom osredotočila na primerjavo prevodov Tauferja in 
Pibernika ter Papeža, da širše raziščem tehnike različnih prevajalcev. Pri analizi sem za referenco 
vzela zadnjo izdajo Tauferjevih prevodov, torej tisto, ki je leta 1982 izšla pri Mladinski knjigi. Vse 
prevode sem tudi primerjala glede na različne izdaje in na mestih, kjer se mi to zdi smiselno, 
prevajalske popravke tudi izpostavim. Izvirniki pesmi vseh analiziranih prevodov v tem poglavju 
se nahajajo v prilogah. 
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7.1 Analiza prevoda »Ljubezenskega speva J. Alfreda Prufrocka« 
»Ljubezenski spev J. Alfreda Prufrocka« je Eliotova zgodnejša pesem in se stilsko bistveno 
razlikuje od njegovih kasnejših del, vendar je pri bralstvu dobro poznana in priljubljena. Eliot v 
»Prufrocku« uporablja mnogo različnih retoričnih figur in načinov govora. Opazno je predvsem 
spreminjanje tipa verza, prosta uporaba rim in močan ter spreminjajoč se ritem. Taufer se je dobro 
zavedal, kar smo že izpostavili v prejšnjih poglavjih, in sicer, da sta Eliotova forma in ritem vedno 
povezana s pomenom oziroma da vsi ti elementi učinkujejo drug na drugega: »Prevajati [Eliotovo 
poezijo] pomeni, da je treba biti zvest modernemu načinu prevajanja, pri katerem mora biti enako 
važna skrbnost do ritma kot do smisla« (Taufer, »Pesmi in pesnitve« 30). 
Eliotovo izredno fluidno uporabo rim, ki v pesmi zbudi specifičen ritmičen učinek, Taufer na 
mestih, kjer rime ni uspel ujeti, nadomesti z asonancami, vseeno pa je moral zaradi zapletenosti 
ohranjanja pomena in zvena mnogokrat zvočni stik preprosto izpustiti. Za ta prevajalski postopek 
se je seveda zavestno odločil. Kot zapiše sam:  
Rima ali asonanca Eliotu nista bili mehanična muzikalna dekoracija, temveč imata pomensko, največkrat 
paradoksalno in glasbeno funkcijo, zato se mora prevod teh funkcij držati in ohranjati njihove zveze 
(prevajavec si je zato večkrat kot avtor pomagal z asonancami, kar pa niti ni v hujšem nasprotju z izvirnikom, 
kjer so sicer čiste rime le na redkejših poudarjenih mestih kot aluzije ali kontrasti na tradicijo, ter običajno, 
kot se je v moderni poeziji že močno uveljavilo, Eliot ne posveča pažnje »nečistosti« rime – asonance). 
(»Pesmi in pesnitve« 30) 
Posledica tega postopka je, da Tauferjeve asonance mestoma učinkujejo zelo močno,  
Beneath the music from a farther room. 
So how should I presume?  
(Eliot, »Complete Poems« 14) 
pod glasbo, ki iz druge sobe se razlega. 
Kako naj torej tvegam? 
(Eliot, »Pesmi« 6) 
 
med tem ko druge nimajo tako močnega zvočnega učinka (primer »brado« – »kravato«):  
(They will say: “How his hair is growing thin!”) 
My morning coat, my collar mounting firmly to the 
chin, 
My necktie rich and modest, but asserted by a simple 
pin — 
(rekli bodo: »Kako se mu redčijo lasje«) 
v jutranji halji, z visokim ovratnikom, ki skriva 
brado, 




(They will say: “But how his arms and legs are thin!”) 
(Eliot, »Complete Poems« 14) 
(rekli bodo: »Pa kako ima mršave roke in nogé!«) 
(Eliot, »Pesmi« 6) 
 
Opazimo lahko, da so citirani verzi še posebej zapleteni, saj je Eliot uporabil kar tri rime in eno 
ponavljanje, kar v angleščini, ki zaradi omejenega slovarja čistih rim težko prenaša več kot dve 
zaporedni rimi (Novak, »Salto I« 113), ni najbolj razširjen postopek. Razumljivo je tudi, da je 
toliko zaporednih rim v ciljnem jeziku nemogoče ujeti, zato je Taufer, kot že omenjeno, več kot 
upravičeno posegel po asonancah.  
Oglejmo si še en primer, kjer pride v prevodu do zanimive spremembe:  
And indeed there will be time 
For the yellow smoke that slides along the street, 
Rubbing its back upon the window-panes; 
There will be time, there will be time 
To prepare a face to meet the faces that you meet; 
There will be time to murder and create, 
And time for all the works and days of hands 
That lift and drop a question on your plate; 
Time for you and time for me, 
And time yet for a hundred indecisions, 
And for a hundred visions and revisions, 
Before the taking of a toast and tea. 
(Eliot, »Complete Poems« 13–14) 
In zares bo čas 
za rumeni dim, ki po ulicah se plazi 
in si drgne hrbet ob okenskih šipah; 
bo čas, bo čas, 
da pripraviš obraz na srečanje s srečavanimi obrazi; 
bo čas za umor in spočetje 
in čas za vse opravke in dneve rok, 
ki vzdignejo vprašanje in spuste na krožnik predte; 
čas za tebe in čas za mene 
in čas še za sto pomislekov 
in za sto napovedi in premislekov 
pred časom za čaj in prepečenec. 
(Eliot, »Pesmi« 6) 
 
Najprej naj izpostavim frazo »there will be time«, ki jo je Taufer prevedel kot »bo čas«. V 
prevajanju iz angleščine, ki je polna enozložnic, se prevajalcu v slovenščino pogosteje zgodi, da 
bo prevod zlogovno bistveno daljši kot original, na navedenem primeru pa lahko opazimo, da se 
je zgodilo ravno obratno. Prevedena fraza je za polovico krajša od izvirnika. Da je Taufer čutil 
dilemo dolžine fraze, ki se večkrat ponovi in ritmično občutno vpliva na pesem, vidimo, če 
pogledamo prvi prevod iz leta 1966, kjer Taufer frazo prevede kot »dovolj bo časa« (Eliot, »Pesmi 
in pesnitve« 34). Taufer je frazo verjetno skrajšal, ker je z dodanim »dovolj« do neke mere 
spremenil pomen verza, je bila pa prva verzija ritmično bližje izvirniku. Osebno ob branju čutim, 
da je fraza »bo čas« prekratka in bistveno spremeni ritem pesmi, ki ga ustvari ponavljanje izvirne 
fraze. Morda bi bila smiselna daljša varianta »še bo čas«, ki je z dodatnim zlogom ritmično bližje 
originalu, hkrati pa pomensko ni bistveno spremenjena.  
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V zgornji kitici opazimo tudi kombinacijo rime in notranje rime (»indecisions« – »visions« – 
»revisions«), ki spet predstavlja element, ki ga je v prevodu nemogoče ujeti. Taufer je ujel rimo 
»pomislekov« in »premislekov«, med tem ko posledično notranje rime ni mogel ujeti. Ko sem sama 
razmišljala o notranji rimi »visions« – »revisions«, mi je na pamet padla kombinacija »pogledi« in 
»pregledi«, vendar s to rešitvijo spet izgubimo rimo s prejšnjim verzom. Da pa situacija postane 
še bolj zapletena, Eliot dve kitici kasneje ponovno uporabi notranjo rimo s ponovitvijo besed 
»revisions« in »(in)decisions«:  
In a minute there is time 
For decisions and revisions which a minute will 
reverse. 
(Eliot, »Complete Poems« 14)  
V hipu je čas 
za odločitve in premisleke, ki hip jih obrne po 
svoje.  
(Eliot, »Pesmi« 6) 
  
Taufer uspe ponoviti prevod »premisleki«, vendar se sreča z enako težavo kot prej – ohranitev 
notranje rime, ki je slušno zelo izrazita, je nemogoča. Vendar pa sem zgornja verza izpostavila še 
iz enega razloga. Kljub temu, da je Taufer v svojih prevodih skoraj vedno pomensko izredno točen, 
kdaj naletimo na manjša odstopanja. Taufer se na primer v navedenem primeru odloči, da bo 
»minute« prevedel kot »hip« in ne kot »minuta«. »Hip« je po številu zlogov (še posebej pri 
sklanjanju) sicer res bližje angleški dvozložni »minute«, je pa pomensko nekoliko bolj oddaljen. 
»Hip« je vendarle manj točen in bolj poetski izraz kot pa »minuta«, ki je točna in faktična ter 
veliko bližje pogovornemu kot pa pesniškemu jeziku. Eliotu se zagotovo namreč ni po nesreči 
zgodilo, da je zapisal »minute« in ne »moment«.  
Na večjo tako imenovano »napako«, ki so pri Tauferju sicer izredno redke, pa naletimo tudi dve 
kitici kasneje pri sledečem verzu:  
And I have known the arms already, known them all— 
Arms that are braceleted and white and bare 
(But in the lamplight, downed with light brown hair!) 
(Eliot, »Complete Poems« 15)  
Roke sem tudi že spoznal, poznam vse to –  
roke z zapestnicami in bele in nage 
(v luči svetilke pa pramen rjavih las nanje pade!) 
(Eliot, »Pesmi« 7) 
 
V zadnjem verzu Eliot seveda ne govori o »pramenu las« temveč o »svetlih rjavih dlačicah«, ki 
pokrivajo roko, ki jo lirski subjekt opazuje. Ta Tauferjeva napaka je zanimiva predvsem zato, ker 
je v prvem prevodu iz leta 1966 ni. Zakaj je Taufer pomensko popolnoma pravilen verz »(a luč 
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svetilke jih pokrije s puhom svetlo rjave dlake!)« (Eliot, »Pesmi in pesnitve« 35) v kasnejši verziji 
spremenil, ni jasno, saj bi tudi s prvotnim prevodom uspel ohraniti asonanco. 
Kot omenjeno, rime je v »Prufrocku« Eliot uporabljal na videz skorajda spontano, vendar jih je 
vedno uporabljal na mestih, kjer so pomensko poudarile vsebino verza. Pri sledeči kitici sem tako 
v izvirniku kot v prevodu za boljši pregled dodala shemo rim, da lahko lažje opazujemo, kako je 
Taufer skušal ta zvočni stik ohraniti v slovenščini:  
And the afternoon, the evening, sleeps so peacefully! 
Smoothed by long fingers, 
Asleep ... tired ... or it malingers, 
Stretched on the floor, here beside you and me. 
Should I, after tea and cakes and ices, 
Have the strength to force the moment to its crisis? 
But though I have wept and fasted, wept and prayed, 
Though I have seen my head (grown slightly bald) brought in upon a platter, 
I am no prophet — and here’s no great matter; 
I have seen the moment of my greatness flicker, 
And I have seen the eternal Footman hold my coat, and snicker, 
And in short, I was afraid. 














Opazimo torej, da so prav vsi verzi v kitici rimani, večina rim je sicer zaporednih, najbolj oddaljena 
pa sta si sedmi in dvanajsti verz, kjer bralcu rima najverjetneje že izzveni. Na tem mestu si oglejmo 
še kitico v Tauferjevemu prevodu:   
In popoldan, večer, tako spokojno spi! 
Dolgi prsti so ga pomirili, 
spi … utrujen … ali pa se spreneveda, 
ko ob meni in tebi tu na tleh leži. 
Bom zmogel po čaju, kolačih, merici sladoleda 
prisiliti trenutek do njegove krize? 
Pa čeprav sem jokal in se postil, jokal in molil 
in videl svojo glavo (že z majhno plešo) na pladnju srednji mize,  
nisem prerok - in tu ne gre za pomembno stvar; 
zrl sem trenutek, ko je blisnil moje veličine žar, 
videl večnega Lakaja, ko se je, držeč mi plašč, hahljal, 
Skratka, jaz sem se bal. 














Opazimo lahko, da je Taufer rime zelo spretno prevajal. Po potrebi je spreminjal njihov vrstni red, 
kar je v pesmi, ki ima precej sproščeno zaporedje rim, odlična rešitev, saj zadovolji tako pomenu, 
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hkrati pa ustvari zvočni stik in ohrani ritem pesmi. Kjer pa premeščanje ni bilo dovolj, si je Taufer 
pomagal z asonancami, ki so sicer morda ušesom bralca manj očiten zvočni stik, a vseeno bistveno 
pripomorejo k ohranjanju ritmične strukture pesmi. Tudi v ostalih kiticah »Prufrocka«, pa tudi v 
ostalih prevodih, mnogokrat opazimo, kako iznajdljiv in uspešen je Taufer pri prevajanju rim.  
Vendar pa si na tem mestu še enkrat oglejmo zadnja dva verza zgornje kitice, ki ju Eliot začne z 
besedo »and«, anafora pa se nadaljuje tudi v naslednji kitici:  
 
And would it have been worth it, after all, 
(Eliot, »Complete Poems« 15). 
Bi sploh se konec koncev splačalo, vse skupaj,   
(Eliot, »Pesmi« 8). 
 
Opazimo, da Taufer anafore ne upošteva v prejšnji kitici, pa tudi v prevodu zgornjega verza ne. 
Vendar to ni edini primer, kjer lahko opazimo izpust anafore. Eliot v pesmi dvajset verzov začne 
z veznikom »and«, Taufer v svojem prevodu pa samo dvanajst. Podobno se zgodi tudi z epiforo, 
ki jo Taufer v prevodu izpusti:  
Should say: “That is not what I meant at all; 
That is not it, at all.” 
(Eliot, »Complete Poems« 16),  
moral reči: »To sploh ni tisto, kar sem nameraval.  
To ni tisto, sploh ne.«   
(Eliot, »Pesmi« 8) 
 
Čeprav sta anafora in epifora figuri, ki morda marsikateremu bralcu nista zelo očitni, sta vseeno 
ključni za ritmični potek pesmi, še posebej pa to velja za Eliota, ki ju je z namenom ritmičnega 
učinka tudi spretno uporabljal. Zato osebno menim, da bi doslednost tudi v tem pogledu prevod še 
dodatno obogatila. Sama bi zagato zadnjih navedenih verzov rešila na primer na sledeč način:  
moral reči: »Nisem mislil tega, sploh ne.  
To ni tisto, sploh ne.« 
Še en primer najdemo, ko Taufer Eliotovo frazo »overwhelming question« v prvi kitici prevede 
kot »grozeče vprašanje«, proti koncu pesmi pa enako frazo prevede kot »grozeč problem«. V luči 
omenjenih izpustov anafor in epifor torej menim, da bi sicer odličen prevod, kjer se je Taufer še 
posebej posvetil oblikovni razsežnosti pesmi in res odlično ohranil rime in ritem pesmi, postal še 
kvalitetnejši z natančno rabo figur ponavljanj, ki so pri »Prufrocku« tako poglavitne.  
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7.2 Analiza prevoda »Puste dežele« 
Za nekoliko bolj poglobljeno analizo prevoda »Puste dežele« sem se odločila iz več razlogov – 
»Pusta dežela« je ob času svojega nastanka dvignila obilico prahu in postala najbolj revolucionarna 
pesem, napisana v angleščini (vse od Wordsworthovih in Coleridgeevih Liričnih balad) (Macrae 
6), ter je bistveno vplivala na razvoj evropskega pesništva, poleg tega jo lahko označimo za pesem, 
ki velja za eno od Eliotovih bolj tipičnih in dobro prikaže njegov pesniški slog, hkrati pa je Veno 
Taufer sam izpostavil, da je bila ravno »Pusta dežela« tista pesem, s katero se je prvo srečal, ki ga 
je prevzela in spodbudila k prevajanju. Zaradi obsežnosti »Puste dežele« in različnih stilov, ki jih 
je Eliot uporabil, bomo lahko v njej našli večino prevajalskih zagat, s katerimi se je moral Taufer 
ukvarjati pri vseh svojih prevodih.  
I. »Pokop mrličev« 
Kot že omenjeno, v angleščini je povezovanje oziroma nizanje ali naštevanje stavkov s pomočjo 
sedanjega deležnika (glagolske -ing oblike) izredno pogosto, naravno in elegantno. V slovenščini 
temu ni tako, saj za povezovanje stavkov v daljše povedi veliko pogosteje uporabljamo odvisne 
stavke, prav tako pa za slovensko uho nekateri deležniki zvenijo zastarelo. Eliot v svoji poeziji 
uporablja veliko sedanjih deležnikov, kar za prevajalca predstavlja problem sprva že zato, ker bo 
odvisni stavek v slovenščini nujno zahteval več besed in zlogov, kot jih je v angleškem izvirniku. 
Vendar pa bo večinoma, če se prevajalec posluži deležnika v slovenščini, prevod zvenel zastarelo 
in ne naravno. Taufer se omenjenemu problemu pogostokrat izogne in v prevodu uporabi elegantne 
in naravno zveneče odvisne stavke, vseeno pa se je ponekod (ne samo v »Pusti deželi«) odločil 
tudi za prevod s sedanjim deležnikom.   
Winter kept us warm, covering  
Earth in forgetful snow, feeding 
A little life with dried tubers.  
(Eliot, »Complete Poems« 61) 
Zima naju je grela, ko je odela 
zemljo s pozabljivim snegom, hraneč 
s suhimi gomolji kanec življenja.  
(Eliot, »Pesmi« 31) 
 
Opazimo, da je Taufer prvi sedanji deležnik »covering« prevedel z odvisnim stavkom »ko je 
odela«, pri drugem, »feeding«, pa se je odločil za slovenski deležnik na –č, »hraneč«. Menim, da 
bi v obeh primerih prevod z odvisnim stavkom slovenskemu bralcu zvenel bolj naravno in bližje 
pogovorni slovenščini:  
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Zima naju je grela, ko je odela  
zemljo s pozabljivim snegom, hranila  
s suhimi gomolji kanec življenja.  
Na tem mestu lahko v drugem odvisnem stavku izpustimo ponovitev veznika in glagola »ko je«, 
saj se tesno veže na prvega in ga bo bralec brez težav razumel kot nadaljevanje, s tem pa bi se 
prevajalec izognil še prevelikemu številu zlogov. 
V isti kitici lahko opazimo tudi problematiko dvojine, ki smo jo omenili v poglavju o tehnikah 
prevajanja. Prvi lirski subjekt (v »Pusti deželi« jih je namreč več) na začetku »Pokopa mrličev« 
spregovori z množinskim angleškim zaimkom »us«. Šele v petnajstem verzu nam Eliot izda, da je 
lirski subjekt Marie, pred tem pa lahko bralec o njegovi identiteti le ugiba.  
Winter kept us warm, covering 
Earth in forgetful snow, feeding 
A little life with dried tubers. 
Summer surprised us, coming over the 
Starnbergersee 
With a shower of rain; we stopped in the colonnade, 
And went on in sunlight, into the Hofgarten, 
And drank coffee, and talked for an hour. 
Bin gar keine Russin, stamm’ aus Litauen, echt 
deutsch. 
And when we were children, staying at the arch-
duke’s, 
My cousin’s, he took me out on a sled, 
And I was frightened. He said, Marie, 
Marie, hold on tight. And down we went. 
(Eliot, »Complete Poems« 61)  
Zima naju je grela, ko je odela 
zemljo s pozabljivim snegom, hraneč 
s suhimi gomolji kanec življenja.  
Poletje naju je presenetilo, ko je prek 
Starnbergerseeja 
prišlo s pljuskom dežja; obstala sva stebrišču, 
in v soncu nadaljevala pot, v Hofgarten, 
in pila kavo in kramljala celo uro.  
Bin gar keine Russin, stamm’ aus Litauen, echt 
deutsch. 
In ko smo bili še otroci, na obisku pri 
nadvojvodi,  
mojemu bratrancu, me je vzel na sankanje, 
in sem se bala. Rekel je, Marie, 
Marie, krepko se oprimi. In spustila sva se. 
(Eliot, »Pesmi« 31) 
 
Zanimivo je torej, da se je Taufer odločil, da že na začetku zaimek »us« prevede v slovenščino v 
dvojini, čeprav nam nič v pesmi ne izdaja, da sta v središču dogajanja dve osebi. Pravzaprav je 
najverjetneje, da si bo bralec sprva predstavljal večjo skupino ljudi, šele kasneje, ko bo prišel do 
sprehoda in pitja kave, pa bo dobil občutek, da tovrstno zasebno in intimno opravilo verjetno 
vključuje samo dve osebi. Tega obrata, ki ga doživi bralec, v slovenščini ni moč ohraniti, zato se 
strinjam s Tauferjevo odločitvijo za dvojino, ker gotovo ustreza pomenu pesmi, čeprav s tem nujno 
izgubimo neko razsežnost izvirnika. 
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V sledečih verzih se bom osredotočila na ločila in na njihovo konsistentnost pri prevajanju, kar je 
ena od Tauferjevih težav v vseh njegovih prevodih. Po večini namreč želi ostajati zvest položaju 
ločil v izvirniku, vendar ga mnogo strožja pravila postavljanja vejic v slovenščini občasno 
potisnejo k dodajanju vejic zavoljo slovnične pravilnosti v ciljnem jeziku. Kot omenjeno, pravila 
za postavljanje vejic so v angleščini veliko bolj ohlapna kot v slovenščini, poleg tega jih tudi Eliot 
sam ni uporabljal konsistentno. Ker pa ločila v poeziji nikoli niso banalna in ker, za razliko od 
proze, pogosto nosijo tudi pomen in niso samo slovnična znamenja, postane obremenjujoča 
dolžnost prevajalca, da se odloči, kdaj ločila v pesmi funkcionirajo izključno kot orodje slovnice, 
kdaj narekujejo premor v branju in kdaj nosijo tudi pomensko konotacijo. 
—Yet when we came back, late, from the Hyacinth 
garden, 
Your arms full, and your hair wet, I could not 
Speak, and my eyes failed, I was neither 
Living nor dead, and I knew nothing, 
Looking into the heart of light, the silence. 
(Eliot, »Complete Poems« 62) 
—Vendar, ko sva se vrnila, pozno, iz vrta 
hijacint, 
ti s polnim naročjem in mokrih las, nisem mogel 
govoriti, in oči so mi opešale, nisem bil ne 
živ ne mrtev, in nič nisem vedel, 
ko sem gledal v srce luči, v tišino.  
(Eliot, »Pesmi« 32) 
 
V izvirniku opazimo, da Eliot vejico postavlja pred veznik »and«, kar je v angleščini popolnoma 
sprejemljiva praksa. Tovrstna vejica v večini primerov ni obvezna, avtorji jo uporabljajo glede na 
lasten občutek in stil pisanja. Če čutijo, da sta dve naštevani stvari povezani, ju ne bodo ločili z 
vejico, če pa se avtorju zdi, da so določene naštevane stvari pomensko nekoliko oddaljene, bo na 
tem mestu uporabil vejico (v angleščini bi bilo torej smiselno napisati: »He bought a bag of apples 
and pears, and a bottle of milk and juice.«). Pesniki pa seveda to možnost jezika izrabijo tudi za 
narekovanje ritma pesmi, česar se je nedvomno poslužil tudi Eliot v navedenem odstavku, kjer 
lahko vsak za poezijo občutljiv bralec zazna, kako vejice upočasnjujejo branje. 
Če si podrobneje ogledamo prevod, lahko opazimo, da je Taufer večinoma vejice postavil na ista 
mesta kot v izvirniku, vendar z izjemo nekaterih sprememb. Tako je na primer v prvem verzu 
Taufer pred veznik »ko« vejico dodal glede na slovnične zakonitosti slovenščine, čeprav je v 
izvirniku na tem mestu ni, prav tako pa je izbrisal vejico v verzu »Your arms full, and your hair 
wet«. To je glede na pravila slovenščine popolnoma smiselno, vendar se Taufer že v naslednjih 
dveh verzih (»Speak, and my eyes failed, I was netiher / Living nor dead, and I knew nothing«) 
odloči, da bo v enakem primeru (vejica v izvirniku stoji pred veznikom »and« in povezuje dva 
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priredna stavka) vejico ohranil. Osebno menim, da v obeh verzih Eliot vejico uporabi tako kot 
znak, ki nakazuje premor v branju, pa tudi kot slovnično znamenje. Kar se mi zdi pomembno pri 
prevodu, je, da se prevajalec odloči za eno od možnosti. Lahko zagovarjamo, da uporabljamo 
vejico pred »in«, ker bistveno vpliva na način branja, lahko pa se tudi odločimo, da jo angleški 
bralec razume bolj kot posledico slovnice, in jo potemtakem v prevodu uporabljamo glede na 
pravila slovenščine (v navedenih primerih jo torej izbrišemo). Vendar pa se vsak prevajalec, ki se 
loti Eliotove poezije, še predobro zaveda, kako zapleteno je slediti Eliotovi uporabi ločil in hkrati 
presojati o namenu vsake pike in vejice, nato pa vse to na smiseln način prenesti še v jezik z 
drugačnimi slovničnimi pravili. To v praksi pomeni, da je treba za vsako pesem posebej sprejeti 
ločeno odločitev, ki bo ustrezala Eliotovemu namenu.  
Kot že omenjeno, je Taufer v svojih prevodih pomensko izredno točen, izredno redko se mu 
pripetijo verzi, kot ga najdemo v prevodu »Pokopa mrličev«, kjer bi mu na enem mestu lahko 
očitali pretirano poetičnost,  
I had not thought death had undone so many.  
(Eliot, »Complete Poems« 62) 
mislil si nisem, da je bila žetev smrti tako številna. 
(Eliot, »Pesmi« 33) 
 
vendar bi tudi to bila napaka s strani bralca, ki je spregledal, da se Eliot v izvirniku navezuje na 
tretji spev Dantejevega »Pekla« (v katerem se verz v angleškem prevodu glasi »such a long stream 
of people, that I should never have believed that death had undone so many«) (Southam 112). 
Taufer je pri prevodu natančen do te mere, da uporabi formulacijo, ki je uporabljena v 
Gradnikovemu prevodu »Pekla«: »Za njo hitela dolga so krdela, / in model komaj zdaj sem še 
verjeti, / da smrt jih toliko je že požela« (Alighieri, 19). Tauferjev verz je resda bolj poetičen od 
Eliotovega izvirnega, vendar je poetičnost Gradnikova, ki je bil prevajalec starejše generacije, prav 
tako pa je Dantejeva Božanska komedija zaradi svoje stroge strukture od prevajalca zahtevala 
drugačne rešitve. Osebno se mi zdi Tauferjeva odločitev, da verza ne prevaja po svoje, temveč se 
naveže na že obstoječ slovenski prevod, tako kot se je Eliot navezal na angleški prevod Božanske 




Tudi pri »Pokopu mrličev«, podobno kot pri prevodih ostalih pesmi, Taufer verzij prevodov ni 
bistveno spreminjal – ponekod je zamenjal določene izraze ali vrstni red besed, med tem ko je 
oblikovna in stilska podoba pesmi ostala bolj kot ne enaka. Vendar vseeno vsake toliko naletimo 
na popravek, ki vpliva tudi na pomen verza. Oglejmo si primer verza iz »Pokopa mrličev«:  
[...] Only 
There is shadow under this red rock, 
(Eliot, »Complete Poems« 61) 
[...] Samó 
tod leži senca pod to rdečo skalo,  
(Eliot, »Pesmi in pesnitve« 58) 
[...] Samó 
senca je pod to rdečo skalo, 
(Eliot, »Pesmi« 32) 
 
Opazimo lahko da je prevod iz leta 1966 (iz zbirke Pesmi in pesnitve) pomensko natančnejši – 
sporoča, da »senca leži samo na mestu pod skalo«, med tem ko prevod iz leta 1982 spremeni 
pomen, ko zaradi izpusta besed na nek način senci jemlje pomembnost. Najnovejši prevod bralcu 
sporoča, da »pod skalo leži samo senca« in nič drugega. Izgubi se torej občutek, da v opisani 
pokrajini ni nikjer zatočišča sence, da se jo lahko najde samo pod skalo, kar je seveda v skladu s 
pomenom tega dela pesmi, kjer Eliot govori o puščavski pokrajini, »kjer sonce bije, / in mrtvo 
drevo ne daje sence, olajšanja ne čriček, / ne suha skala šuma vôde« (Eliot, »Pesmi« 32). Prvi verz 
si bralec lahko razlaga samo v prvotnem pomenu, kot si ga je zamislil Eliot, med tem ko lahko 
popravljen verz bralec razume tudi v smislu »ne skrbi, pod skalo je samo senca, ne pa kaj drugega 
strašnejšega«. 
II. »Partija šaha« 
V tej pesmi zasledimo (poleg ostalih že omenjenih, ki jih ne bom naštevala ponovno) nov 
prevajalski izziv, ki se tiče registra jezika, saj Eliot v drugem delu pesmi preide v nižji pogovorni 
jezik, ki ga Tauferju uspe odlično ohraniti. To doseže z uporabo namenilnikov namesto pravilnih 
nedoločnih oblik (»vedet bo hotel, kaj si počela z denarjem, ki ti ga je dal«), pa tudi z uporabo 
pogovornih besed. Taufer na primer angleški izraz »pills« (tablete) prevede kot »arcnije«, kar 
glede na SSKJ nižje pogovorno pomeni »zdravilo« (»arcnija« ni str.), kar prevodu doda 
avtentičnost pogovornega jezika. Podobno doseže na mestu, kjer pogovorni »goonight« prevede 
kot »hkonoč«, kar je več kot odlična rešitev, ker v ušesih slovenskih bralcev doseže enak učinek 




Edino mesto v pesmi, kjer naletimo na pomislek, je prevod sledečega verza:   
Others can pick and choose if you can’t.  
(Eliot, »Complete Poems« 66) 
Druge znajo bit ustrežljive, če ti ne znaš.  
(Eliot, »Pesmi« 36) 
 
Ni popolnoma jasno, zakaj je Taufer idiom »pick and choose« prevedel kot »ustrežljive« in s tem 
priredil pomen izvirnika. Izpis v slovarju Cambridge Dictionary nam navaja sledeči pomen: »iz 
skupine vzeti samo stvari, ki jih želiš« (»pick and choose« ni str.). Collins Dictionary poda 
podobno definicijo: »previdno izbereš samo reči, ki jih želiš, ostale zavrneš« (»pick and choose« 
ni str.). Kot lahko vidimo, pomen idioma nima dosti skupnega z »ustrežljivostjo«, ampak mnogo 
bolj z možnostjo izbire, v tem primeru izbire, ki jo imajo ženske, ko iščejo partnerja.  
»Partija šaha« je eden izmed bolj popravljenih in spremenjenih prevodov, saj je Taufer prevod iz 
leta 1966 bolj predrugačil kot druge pesmi, spreminjal vrstni red, pa tudi nekatere izraze, razlog 
za te spremembe pa se zdi predvsem iskanje in prilagajanje ritma pesmi, za kar se zdi, da Tauferju 
v popravljenem prevodu, ki je bil objavljen v zbirki iz leta 1977 in nato spet 1982, na splošno bolje 
uspe. Kljub temu se prevod pomensko ni bistveno spremenil, omenjeni popravki so predvsem 
stilistični, vseeno pa lahko izpostavim primer, ki v pričujoči pesmi najbolj izstopa. V drugem delu 
pesmi v izvirniku naletimo na ponavljanje fraze »HURRY UP PLEASE ITS TIME« (Eliot, 
»Complete Poems« 65), ki jo Eliot položi v usta lastniku gostilne, kjer se odvija pogovor med 
ženskama, vendar lik gostilničarja ni nikoli jasno izrisan in tudi namen fraze je, da nepričakovano 
posega v dialog. Taufer je v prvem prevodu iz leta 1966 frazo dobesedno prevedel kot »POHITITE 
PROSIM ČAS JE« (Eliot, »Pesmi in pesnitve« 62), v obeh kasnejših prevodih pa se je odločil za 
varianto »POHITITE PROSIM ZAPIRAMO« (Eliot, »Pesmi« 36). Menim, da je prvi prevod 
ustreznejši ne zato, ker ponudi bolj dobeseden prevod, ampak ker, tako kot izvirnik, dopušča 
pomensko odprtost verza. Prevod, ki izraz »čas je« spremeni v »zapiramo«, že takoj poseže po 
razlaganju, pomen verza je mnogo bolj očiten, prav tako se že ob prvi omembi verza lik 
gostilničarja in namen njegovega komentarja veliko bolj kristalizira, kot pa če prevod obdrži izraz 
»čas je« in bralcu dopusti izkušnjo izvirnika, da ob ponavljanju fraze ugotavlja njen pomen in se 




III. »Pridiga o ognju«, »Smrt v vodi« in »Kaj je rekel grom« 
V nadaljnjih treh pesmih začne Eliot na pomensko poudarjenih mestih uporabljati »sproščene, 
ampak očitne rime, ki napravijo vsako dejanje predvidljivo in brezčutno« (Macrae 24) in ki jih 
Taufer uspe odlično prevesti. Pri prevajanju po potrebi posega tudi po asonancah in enjambementu, 
vendar vse te strategije pripomorejo, da je pesem tako pomensko kot tudi oblikovno izredno točna. 
Za zgled si lahko ogledamo nekaj verzov iz »Pridige o ognju«,  
Rattled by the rat’s foot only, year to year. 
But at my back from time to time I hear 
The sound of horns and motors, which shall bring 
Sweeney to Mrs. Porter in the spring. 
O the moon shone bright on Mrs. Porter 
And on her daughter 
They wash their feet in soda water 
(Eliot, »Complete Poems« 66) 
iz leta v leto podganam le za rožljajoči ples. 
A za hrbtom kdaj pa kdaj mi pride do ušes 
zvok trobelj in motorjev, ki bodo pripeljali 
gospe Porterjevi Sweeneya spomladi. 
O mesečina gospo Porterjevo jasno je obsijala 
in na njeno hčer je pala 
v sodavici si pereta stopala  
(Eliot, »Pesmi« 37) 
 
enako neverjetno sposobnost in pesniški občutek za prevajanje rim pa lahko pri Tauferju zasledimo 
v vseh prevodih Eliotove poezije in ga lahko kasnejši prevajalci samo občudujemo.  
7.3 Analiza Papeževih prevodov 
V tem in naslednjem poglavju se bom ukvarjala z analizo prevodov, ki sta jih napisala Papež in 
Pibernik, z namenom, da podrobneje raziščem različne postopke, ki so jih uporabili prevajalci pri 
reševanju prevajalskih težav. Papeževe in Pibernikove prevode bom primerjala s Tauferjevimi.  
a) »Pepelnična sreda« 
Pesem »Ash-Wednesday«, ki jo je Eliot zgradil na podlagi Dantejevega teksta Vita Nuova in iz 
pridig Lancelota Andrewesa, kjer je prevzel predvsem njegovo dikcijo, nizanje kratkih stavkov in 
spreminjajoč ritem besedila (Southam 166–67), je najprej z naslovom »Pepelnična sreda« izšla v 
prevodu Vena Tauferja leta 1966 v zbirki Pesmi in pesnitve, nato pa leta 1973 v prevodu Franceta 
Papeža z naslovom »Pepelnica« v reviji Znamenje. Taufer je pesem skorajda nespremenjeno 
ponovno vključil v zbirko Pesmi, ki je pri Mladinski knjigi izšla leta 1982. 
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V prvi pesmi se Eliot poslužuje mnogih anafor in ponavljanj, pesem pa je v smislu ritma in 
besedišča močno vezana na Sveto pismo. Eliot prav tako v pesmi na več mestih uporabi rime, ki 
jih niti Papež niti Taufer nista upoštevala v prevodu, sta pa oba prevajalca zvesto upoštevala 
ponavljanja in svetopisemsko izrazoslovje.  
Opazimo lahko, da Taufer v prevodu večkrat uporabi inverzijo, ko je Eliot (seveda tudi zaradi 
značilnosti angleščine in manj prilagodljivega besednega reda) ne. Na marsikaterem mestu v 
»Pepelnični sredi« se Papež inverzijam uspešnejše izmika kot Taufer. Za primer si oglejmo tri 
verze iz prve pesmi:  
 Papežev prevod Tauferjev prevod 
Because I know that time is always time ker vem da je čas vedno čas ker vem da čas je zmeraj čas 
I renounce the blessed face 
And renounce the voice 
se odrečem blaženemu obrazu 
odrečem se glasu 
blaženemu obrazu se odrekam 
in glásu se odrekam 
And pray to God to have mery upon us in prositi Boga naj bo milosten z 
nami 
in prositi Boga naj milostljiv bo z 
nami 
(Eliot, »Complete Poems« 89) (Eliot, »Pepelnica« 54–58)  (Eliot, »Pesmi« 53–54) 
 
Pri Tauferju lahko izpostavimo tudi ponekod nepotrebno liričnost. Izraz »to mourn« na primer 
prevede kot »ogrniti se v žalost«, med tem ko Papež uporabi bolj preprost izraz »žalovati«. 
Dodajanje tovrstnega pomena je nepotrebno, saj je tudi Eliot v svojem izrazu na tem mestu očitno 
preprost in neposreden. Podobno se zgodi, ko Taufer verz »let these words answer« prevede kot 
»naj bodo besede te poroštva«. Tukaj je odvečna inverzija kot tudi izraz »poroštva«. Z izvirno 
pesmijo se veliko bolj sklada Papežev prevod »naj te besede odgovore«, čeprav bi bilo za današnji 
prevod bolje uporabiti manj zastarelo obliko »odgovorijo«.  
Omenila sem torej, da se je Papež uspešno izogibal inverzijam, vendar pa mu lahko na več mestih 
očitamo nenatančnost in površnost. Skozi celotno pesem lahko opazimo, da je bil Taufer veliko 
bolj natančen pri prevajanju oblikovne podobe originala, med tem ko se Papežu zgodi na primer, 
da doda verzni prelom, po nepotrebnem spremeni vrstni red verzov, ne upošteva enjambementa in 
enega verza v zadnji kitici presenetljivo celo ne prevede. Na splošno lahko zaključimo, da so 
kvalitete Tauferjevega prevoda pred Papeževim tri. Prvič, Taufer je več energije vložil v 
ohranjanje formalne strukture pesmi in skušal ohraniti rime izvirnika ali jih vsaj nadomestiti z 
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asonancami, kot lahko vidimo v prvi kitici tretjega dela »Pepelnične srede«. Med tem ko se Papež 
posveti samo pomenski natančnosti, Taufer uspe drugi in četrti verz povezati z rimo, preostale pa 
z asonanco (»stopnišče« – »obličje« in »ruva« – »obupa«). Ob glasnem branju je hitro opaziti 
ritmično moč obeh prevodov. 
 
Papežev prevod Tauferjev prevod 
At the first turning of the second 
stair 
I turned and saw below 
The same shape twisted on the 
banister 
Under the vapour in the fetid air 
Struggling with the devil of the 
stairs who wears 
The deceitful face of hope and of 
despair. 
(Eliot, »Complete Poems« 93) 
Ob prvem obratu druge stopnice 
sem se ozrl in videl spodaj 
v smradljivi sopari 
isto postavo zvito na ograji 
borečo se z vragom stopnišča 
z njim ki ima varljivo obličje upa 
in obupa. 
(Eliot, »Pepelnica« 56)  
Kjer se prvič obrne drugo stopnišče 
sem se obrnil in v soparni smraji 
videl pod sabo kako se ruva 
ista postava zvita na ograji 
z vragom stopnišča z obličjem 
goljufivim upa in obupa.  
(Eliot, »Pesmi« 57) 
 
Drugič, Taufer je točnejši tudi pri ostalih figurah, na primer ponavljanju, ki ga Papež iz neke 
potrebe ali ne upošteva in posledično izpušča ali pa na mestih išče nove sopomenke za ponovljene 
izraze (v spodnjem primeru npr. za izraz »fading«), ki so v izvirniku očitno namensko in 
premišljeno ponovljeni:   
 
Papežev prevod Tauferjev prevod 
Fading, fading; strength beyond hope 
and despair 
(Eliot, »Complete Poems« 93) 
pojemajo, izginjajo; moč onkraj 
upa in obupa 
(Eliot, »Pepelnica« 56) 
zginjajo, zginjajo; trdnost onkraj 
upa in obupa 
(Eliot, »Pesmi« 57) 
 
In tretjič, Papež je mnogokrat pri prevajanju določenih izrazov preprosto površen. V peti pesmi na 
primer angleški izraz »word«, ki pomeni »beseda«, v verzu z besedno igro in ponavljanjem 
prevede kot »svet« (zamenjal jo je torej za angleški izraz »world«). In če dodam še en primer, v 
sledečem verzu na primer izraz »mind« neutemeljeno prevede kot »duh«, čeprav beseda seveda 
pomeni »um« oziroma »razum«. Taufer je, kar se tiče pomena, tu in v vseh sledečih pesmih dosti 





Papežev prevod Tauferjev prevod 
Distraction, music of the flute, 
stops and steps of the mind 
over the third stair,  
(Eliot, »Complete Poems« 93) 
razvedrilo in napev piščali, postaje in 
koraki v duhu prek tretje 
stopnice, 
(Eliot, »Pepelnica« 56) 
Razvedrilo, glasba frule, postanki in 
koraki razuma čez tretje 
stopnišče,  
(Eliot, »Pesmi« 57) 
 
b) »Potovanje modrih«  
Pri branju Papeževega prevoda pesmi »Journey of the Magi« lahko dodamo še eno glavno opazko, 
in sicer da Papež na več mestih dodaja lasten pomen. Na primer, kjer Eliot napiše »the very dead 
of winter«, Papež napiše, »da je drevje pokalo«. Temu težko rečemo prevod, saj bi bil ustreznejši 
izraz prepesnitev, ki je nepotrebna in ni jasno, zakaj se Papež ni držal izvornega pomena, kot se 
ga je po drugi strani Taufer, ki je verz ustrezneje prevedel v »zares najtrša zima«. Na podobno 
težavo naletimo nekaj verzov kasneje, kjer Papež sicer ni spreminjal pomena, je pa očitno posegel 
v ritem pesmi:  
 
Papežev prevod Tauferjev prevod 
Then the camel men cursing and 
grumbling 
And running away, and wanting 
their liquor and women,  
And the night-fires going out, and 
the lack of shelters, 
And the cities hostile and the 
towns unfriendly 
And the villages dirty and 
charging high prices: 
(Eliot, »Complete Poems« 103) 
Kamelarji so preklinjali, godrnjali 
in ubežavali, želeč si pijače in žensk. 
Brez zavetja smo bili, nočni ognji so 
ugašali, 
mesta so nam bila sovražna, 
predmestja nenaklonjena 
in vasi umazane in visoke cene.  
(Eliot, »Potovanje treh kraljev« 467) 
Potlej kamelji gonjači, ki kolnejo in 
godrnjajo 
in uhajajo, in zahtevajo pijače in 
ženske, 
in ugašanje tabornih ognjev, in stiska 
za zavetja, 
in negostoljubni trgi in sovražna 
mesta 
in umazane vasi in povsod draginja: 
(Eliot, »Pesmi« 63) 
 
Očitnega močnega ritma, ki ga Eliot ustvari z naštevanjem in uporabo anafore, preprosto ne 
moremo spregledati. Taufer ga, kot ugotovimo po prebranem odlomku, uspe bolje ohraniti kot 
Papež, ki naštevanje prekine in ustvari novo poved ter hkrati anafore ne upošteva in verzov ne 
začenja z veznikom »in«. Tako izniči učinek Eliotovih podob, ki so nanizane v hitrem zaporedju, 




c) »Spev Simeonu«  
Tudi v »Simeonovi pesmi« pri Papežu opazimo enake težave z rimo in natančnostjo, vendar pa 
lahko s primerom iz te pesmi ponazorimo še eno težavo, ki se prevajalcu lahko zgodi, če ima 
pomanjkljivo znanje izvornega jezika ali če se prevajanja preprosto ne loti dovolj natančno.  
 
Papežev prevod Tauferjev prevod 
Lord, the Roman hyacinths are 
blooming in bowls and 
The winter sun creeps by the snow 
hills; 
The stubborn season has made 
stand. 
My life is light, waiting for the death 
wind, 
Like a feather on the back of my 
hand. 
Dust in sunlight and memory in 
corners 
Wait for the wind that chills towards 
the dead land. 
(Eliot, »Complete Poems« 105-106) 
 
Gospod, rimske hijacinte v vrčih 
cveto 
in sonce se plazi po zasneženih 
gričih; 
trdno se upira ta čas, zima ne 
mine. 
Moje življenje je luč, ki čaka na 
smrtni dih –  
lahko pero, ki ga veter odnese. 
Prah v sončni svetlobi in spomini 
po kotih 
čakajo na veter, ki brije proti 
mrtvi deželi. 
(Eliot, »Simeonova pesem« 468) 
Gospod, rimske hijacinte cvetijo 
iz vaz 
in zimsko sonce čez snežne 
griče leze; 
pritisnil je trdovraten čas. 
Moje življenje je láhko, ko 
čakam smrtni veter, 
kot peresce, ki seda mi na dlan.  
Prah v sončni luči in spomin po 
kotih 
čakata veter, ki v mrtvo deželo 
nosi mraz. 
(Eliot, »Pesmi in pesnitve« 84) 
 
Slednje v zgornji kitici opazimo v četrtem in petem verzu, kjer Papež pridevnik »light« očitno 
napačno prevede kot »luč«, čeprav bi moral brez težav opaziti, da je Eliot zapisal, »my life is light 
[...] like a feather«. Življenje je torej »lahko« kot pero, zagotovo pa ni »svetlo« kot pero. Nadalje 
je Papež pomen petega verza spremenil še, ko je izgubil podobo dlani, na katero seda pero, in jo 
zamenjal za podobo vetra, ki odpihne pero, za kar se lahko strinjamo, da sta dve izrazito različni 
podobi. Taufer je v svojem prevodu ostal pomensko natančen in tudi zato njegov prevod ob branju 
učinkuje mnogo bolje kot Papežev.  
d) »Marina« 
Pri prebiranju Tauferjevega in Papeževega prevoda »Marine« lahko bralec ponovno opazi, kar sem 
izpostavila že v prej obravnavanih prevodih, in sicer da Tauferjev prevod ostaja občutno zvestejši 
ritmu izvirne pesmi, saj Papež zanemari številna ponavljanja, na katerih temelji ritem pesmi. 





Papežev prevod Tauferjev prevod 
What seas what shores what grey 
rocks and what islands  
(Eliot, »Complete Poems« 109) 
 
Kakšna morja in obale kakšne 
sive skale in otočja 
(Eliot, »Marina« 469) 
Katera morja katera obrežja 
katere sive čeri in kateri otoki 
(Eliot, »Pesmi« 65) 
 
Vendar pa se je Papežu v pričujoči pesmi dogodilo tudi nekaj nerazumevanj sintaktičnih struktur 
angleškega jezika in pa nenatančnost pri pomenu izrazov. To opazimo, če si podrobneje ogledamo 
drugo kitico »Marine«.  
 
Papežev prevod  Tauferjev prevod 
Those who sharpen the tooth of the 
dog, meaning  
Death  
Those who glitter with the glory of 
the hummingbird, meaning  
Death  
Those who sit in the sty of 
contentment, meaning  
Death  
Those who suffer the ecstasy of the 
animals, meaning  
Death  
(Eliot, »Complete Poems« 109) 
Oni ki brusijo zob psu in 
pomenijo  
smrt 
oni ki v slavi se kolibrija blesté 
in pomenijo 
smrt  
oni ki v staji radosti sedé in 
pomenijo 
smrt 
oni ki trpijo živalski zanos in 
pomenijo 
smrt 
(Eliot, »Marina« 469) 
Tisti ki ostrijo zobe psa, 
nameravajoč 
smrt  
tisti ki bleščijo v sijaju kolibrija, 
nameravajoč 
smrt  
tisti ki čepijo v svinjaku 
zadovoljstva, nameravajoč 
smrt  
tisti ki trpijo zanesenost živali, 
nameravajo 
smrt 
(Eliot, »Pesmi« 65) 
 
Opazimo, da je Papež deležnik »meaning« navezal na zaimek »they«, vendar bi se v angleščini 
lahko navezoval tudi na samostalnik, ki stoji tik pred njim (torej »dog«, »hummingbird« itd.). 
Taufer je z uporabo deležnika na -č to dvojnost veliko bolje ohranil. Prav tako Papež ni bil natančen 
pri prevodu izraza »sty«, ki sicer res pomeni stajo, temveč največkrat prašičjo stajo in ima v 
mnogih kontekstih v angleščini slabšalni pomen, saj asociira umazanijo. Tauferjev prevod 
»svinjak« torej veliko bolje izraža pomen izvirnika, ki je zagotovo slabšalen.  
Kot omenjeno, je Eliot marsikdaj v svoji poeziji sintaktično nejasen, dober primer pa najdemo 
prav v »Marini«:   
 
Papežev prevod Tauferjev prevod 
Are become unsubstantial, reduced 
by a wind,  
A breath of pine, and the woodsong 
fog  
By this grace dissolved in place 
(Eliot, »Complete Poems« 109) 
so že nesnovni, v vetru 
razblinjeni,  
v dihu borovja in v gozdu pojoči 
megli 
po tej milosti na mestu 
razkrojeni. 
(Eliot, »Marina« 469) 
so postali neresnični, zlizani od 
vetra, 
dih bora in megla gozdnega 
speva 
razpršeni od te milosti v prostoru 
(Eliot, »Pesmi« 65) 
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Če si podrobneje ogledamo strukturo kitice, bomo ugotovili, da sta prevajalca sprejela precej 
različne odločitve. Uporaba nedoločnega člena v frazah »a wind« in »a breath of pine« nam 
sporočata, da je Eliot tu uporabil naštevanje (kar Papež upošteva, Taufer pa ne), nato pa naletimo 
na frazo »and the woodsong fog«, ki je od prejšnje ločena z vejico, uporabljen pa je tudi določni 
člen »the«. Lahko bi frazo sicer razumeli kot še en člen v omenjenem naštevanju (kot je to storil 
Papež), zelo verjetna pa je tudi interpretacija, da nam vejica sporoča konec naštevanja, kar pomeni, 
da je fraza »the woodsong fog« v prirednem razmerju s prejšnjo frazo »those [...] reduced by a 
wind«. Upoštevajoč to razlago, bi se potem prevod glasil nekako takole:  
so postali nesnovni, zmanjšani od vetra, 
diha bora, in megla gozdnega speva  
od te milosti razpršena v prostoru. 
Eliotova poezija ima mnogo tovrstnih sintaktično nejasnih momentov, na katere mora biti 
prevajalec še posebej pozoren. Se pa pri prebiranju Papeževih in Tauferjevih prevodov čuti, da je 
bil slednji na te momente bolj pozoren in posledično natančnejši pri prevodih. Morda temu botruje 
tudi stopnja obvladanja angleškega jezika. 
7.4 Analiza Pibernikovih prevodov 
Ko primerjamo Tauferjev in Pibernikov prevod pesmi »Burnt Norton«, lahko opazimo, da je imel 
Pibernik globlji prevajalski občutek kot Papež. Še vedno sicer Taufer bolje ulovi ritem in je 
pomensko natančnejši, vendar pa v njegovem prevodu bralca ponekod zmoti inverzija. Pibernikov 
občasni odstop od izvirne stavčne strukture lepše zazveni v slovenščini kot pa Tauferjevo zvestejše 
upoštevanje slovnične oblike v izvirniku. V spodnjem primeru lahko na primer opazimo, kako 
Tauferjeva uporaba trpnika, ki je v slovenščini mnogo manj pogost glagolski način kot v angleščini, 
ušesu bralca deluje bolj tuje kot Pibernikov prevod, ki je bližji naravi slovenščine:   
 
Pibernikov prevod Tauferjev prevod 
Had the look of flowers that are 
looked at 
(Eliot, »Complete Poems« 172) 
so bile kot cvetovi, ki jih kdo 
opazuje 
(Eliot, »Burnt Norton« 280) 
so imele videz cvetov, ki so 
ogledovani 




Lahko bi rekli, da imata oba prevoda izmenjujoče se kvalitete. Pibernik na primer ni zvest 
ponavljanju, kjer Taufer je,  
 
Pibernikov prevod Tauferjev prevod 
Distracted from distraction by 
distraction 
(Eliot, »Complete Poems« 174) 
od zmedenosti odmaknjeni z 
zmedenostjo 
(Eliot, »Burnt Norton« 282) 
v raztresenosti raztresenih z 
raztresenostjo 
(Eliot, »Pesmi« 90) 
 
je pa mestoma natančnejši pri slovnični strukturi, kar je zanimivo, saj je Taufer v svojih prevodih 
razmeroma zvest slovnični strukturi originala, z izjemo primerov, kjer uvajanje drugačne slovnične 
strukture v prevodu omogoči rimanje ali boljše ohranjanje ritma. V spodnjem primeru opazimo, 
da Taufer ne uporabi samostalniške fraze, temveč se odloči za odvisni stavek. Osebno menim, da 
v tem primeru Pibernikova varianta zveni ritmično bolje oziroma bližje originalu:  
 
Pibernikov prevod Tauferjev prevod 
Wind in and out of unwholesome 
lungs 
(Eliot, »Complete Poems« 174) 
veter v bolna pljuča in iz njih  
(Eliot, »Burnt Norton« 282) 
vetra ki ga nezdrava pljuča vdihavajo 
in izdihavajo 
(Eliot, »Pesmi« 90) 
 
Vendar pa so se tudi Piberniku zgodile napake pri prevajanju določenih izrazov. Oglejmo si sledeči 
verz:  
 
Pibernikov prevod Tauferjev prevod 
In appetency, on its metalled ways 
(Eliot, »Complete Poems« 174) 
v sli, po svojih kovinastih cestah 
(Eliot, »Burnt Norton« 283) 
Pohlepno, po svojih gramoznih 
poteh 
(Eliot, »Pesmi« 91) 
 
Pibernik je izraz »metalled« zmotno povezal z izrazom »metal«, ki pomeni »kovina« oziroma 
»kovinski«, ki sicer res zveni podobno, a nima veze z izrazom »metalled«, ki bi ga v slovenskem 
prevodu morda lahko prevedli kot »makedamski« ali, kot se je ustrezno odločil Taufer, 
»gramozen« (»metalled« ni str.).  
Zanimivo je opaziti, da so določeni deli obeh prevodov skorajda enaki. Morda je to moč pripisati 
sorodnemu pesniškemu posluhu obeh prevajalcev, ali pa je bil morda Pibernik seznanjen s 
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starejšim Tauferjevim prevodom, vsekakor je podobnost v prvih nekaj verzih petega dela »Burnt 
Nortona« več kot očitna:   
 
Pibernikov prevod Tauferjev prevod 
Words move, music moves 
Only in time; but that which is 
only living 
Can only die. Words, after speech, 
reach 
Into the silence. Only by the form, 
the pattern, 
Can words or music reach 
The stillness, as a Chinese jar still 
Moves perpetually in its stillness. 
(Eliot, »Complete Poems« 175) 
Besede se gibljejo, glasba se 
giblje 
samo v času; toda to, kar samó 
živi, 
lahko samó umre. Besede po 
govoru 
dosežejo molk. Samo z obliko, z 
redom, 
lahko besede ali glasba dosežejo 
mir, kakor se kitajska vaza 
mirno 
nenehno giblje v svoji 
negibnosti. 
(Eliot, »Burnt Norton« 283–84) 
Besede se gibljejo, glasba se giblje 
samo v času; a tisto, kar samó živi, 
lahko samó umre. Besede, po 
govoru, dospejo 
v molk. Samo z obliko, z 
razvrstitvijo, 
lahko besede in glasba dosežejo 
mirovanje, kakor se kitajski vrč še 
zmeraj 
nenehno giblje v svoji negibnosti. 
(Eliot, »Pesmi« 93) 
 
V šestem verzu zgornjega odlomka tudi naletimo na zanimiv primer, s katerim sem se srečala tudi 
sama v prevodu pesmi »Virginija« iz cikla »Pokrajine«, kjer sta se prevajalca odločila besedo 
»still«, ki lahko v angleščini pomeni tako prislov »še vedno« kot tudi pridevnik »miren« oziroma 
prislov »mirno«, prevesti vsak s svojo varianto. Pibernik se je odločil za prislov in tako ohranil 
besedno igro izvirnika (»stillness« in »still« je v prevodu postalo »mir« in »mirno«), med tem ko 
je Taufer uporabil izraz »še vedno«, ki je verjetnejši glede na pomen verza, predvsem pa glede na 
slovnično strukturo (v angleščini pridevniki stojijo pred samostalniki, v tem primeru pa beseda 
»still« stoji za samostalnikom in pred glagolom, kar v angleščini velja za prislove). Ne glede na 
odločitvi obeh prevajalcev, nihče od njiju ni mogel dvojnosti pomena prenesti v slovenščino.  
Skozi celoten prevod torej opažamo, da se je Pibernik trudil z ritmom pesmi, vendar pa so njegove 
nenatančnosti (Pibernik je na primer kar dva verza iz izvirnika v svojem prevodu izpustil) 
številnejše in tudi zato se vseeno zdi, da je bilo Tauferjevo pesniško uho pri prevajanju bolj 





Pibernikov prevod Tauferjev prevod 
[...] Words strain, 
Crack and sometimes break, 
under the burden, 
Under the tension, slip, slide, 
perish, 
Decay with imprecision, will not 
stay in place, 
Will not stay still. [...] 
(Eliot, »Complete Poems« 175) 
[...] Besede se utrudijo 
počijo in se včasih zlomijo, pod 
težo, 
pod napetostjo, polzijo, drčijo, 
končajo,  
razpadajo v nedoločnosti, nočejo 
ostati na mestu,  
nočejo molčati. [...] 
(Eliot, »Burnt Norton« 283) 
[...] Besede se napno, 
razpokajo in včasih stro, pod 
bremenom, 
pod pritiskom, spotaknejo se, 
klecnejo, poginejo, 
strohne od netočnosti, nočejo 
obstati, 
nočejo mirovati. [...] 




8. Analiza novih prevodov 
Dobršen del Eliotovih pesmi je, kot sem pokazala v prejšnjem poglavju, Veno Taufer kvalitetno 
prevedel, zato sem se, ker se je zdelo nesmiselno ponovno prevajati ustrezno prevedene pesmi, 
odločila, da sama prevedem tiste Eliotove pesmi, ki v slovenščino še niso prevedene, saj sem želela 
slovenskim bralcem ponuditi možnost, da v slovenskem prevodu berejo vsa Eliotova pesniška dela. 
Iz tega razloga sem prevedla osemnajst pesmi, dva cikla po pet pesmi in štiri še neprevedene speve 
iz Eliotove religiozno obarvane igre Skala. Zavoljo ekonomičnosti pričujoče magistrske naloge 
bom konkretne prevajalske zagate in rešitve, ki seveda veljajo tudi za določene prevode ostalih 
pesmi, podrobneje analizira na primeru dveh pesmi, in sicer »Burbank z vodičem: Bleinstein s 
cigaro« in »Nedeljska maša gospoda Eliota«. Vse ostale prevode, ki so opremljeni z opombami, 
ki se tičejo tako dodatnih razlag delov pesmi kot tudi razlagajo nekatere prevajalske odločitve, je 
moč najti med prilogami.  
8.1 Splošne obrazložitve k prevodom 
Preden se s svojo analizo lotim specifičnih prevajalskih izzivov na primeru posameznih pesmi, 
bom nekaj besed posvetila splošnim odločitvam, ki sem jih sprejela pred prevajanjem oziroma ki 
veljajo za večino na novo prevedenih pesmi.  
V anglo-saški pesniški tradiciji je široko razširjena praksa, da se vsak verz pesmi začne z veliko 
začetnico. Na tak način je Eliot pisal večino svojih pesmi, vendar dosedanji prevodi njegovih 
pesmi te razsežnosti ne upoštevajo, saj se verzi povečini začenjajo z malo začetnico (razen seveda 
na mestih, kjer veliko začetnico zahtevajo slovnične zakonitosti slovenščine). Prevajalci so se za 
ta postopek morda odločili, ker zapisovanje vsakega verza z veliko začetnico v našem kulturnem 
prostoru ni bila najbolj razširjena praksa. Osebno pa sem se strinjala z mnenjem mentorja 
profesorja dr. Borisa A. Novaka, ki je v najinem pogovoru izpostavil, da je uporaba velike 
začetnice, ki vedno poudari začetek novega verza in mu da dodatno težo, avtorska odločitev in jo 
je kot tako treba spoštovati (»Osebni intervju« ni str.). Kot sem izpostavila v prejšnjih poglavjih, 
je Eliot odločitve pri pisanju svojih pesmi sprejemal zelo premišljeno, sem gotovo spadajo tudi 
velike in male začetnice. K zaključku, da Eliot z velikimi začetnicami ni pisal le zato, ker se je 
tedaj v Angliji in Ameriki tako pisalo, priča tudi dejstvo, da med Eliotovimi pesmimi najdemo tudi 
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take, kjer se posamezni verzi začenjajo z malimi začetnicami (npr. »Obramba otokov«). Pri 
prevajanju sem torej upoštevala Eliotovo odločitev in pri uporabi velikih ali majhnih začetnic 
ostajala zvesta izvirnim pesmim.  
Naslednja specifična značilnost Eliotovih pesmi, s katero se prevajalec neizogibno sreča, je raba 
ločil, saj Eliot ločil ne uporablja konsistentno. Mnogokrat Eliot v celotni pesmi uporabi samo eno 
ali dve vejici ali piki, ki ju postavi na specifična mesta (npr. »Oči ki sem nazadnje videl jih v 
solzah« in »Veter se je dvignil ob četrti uri«), včasih pa so ločila v delih posamezne pesmi 
uporabljena slovnično pravilo, spet v drugih delih te iste pesmi pa se konsistentnost porazgubi (npr. 
»Indijancem, ki so umrli v Afriki«). Z rabo oziroma nerabo ločil je Eliot dodatno odpiral pomen 
svojih verzov, kar za prevajalca pomeni, da je mnogokrat sintaktični pomen povedi še toliko težje 
razvozlati. Da pa zagata pri prevajanju postane še večja, mora prevajalec poleg Eliotove lastne 
rabe ločil upoštevati še slovnične zakonitosti postavljanja ločil v angleščini in slovenščini, kjer na 
največ težav naletimo ravno pri vejici. Slovenščina pozna zelo jasna in stroga pravila, kar se tiče 
uporabe vejice. To pomeni, da je v slovenščini jasno in nedvoumno, na katerih mestih sme vejica 
stati, kar pa ne velja za angleščino, kjer je raba vejice veliko manj stroga in torej velikokrat zavisi 
od osebne stilistične odločitve avtorja. Za primer naj podam vejico pred veznikom »in«, ki se v 
slovenščini izrecno uporablja samo, ko pred veznikom stoji vrinjen stavek, nikoli pa je na primer 
ne bomo srečali pri naštevanju. V angleščini bomo v primeru naštevanja mnogokrat našli vejico 
ravno pred veznikom »and« (npr. »He bought apples, pears, and strawberries.«), seveda pa ta 
vejica ni obvezna in jo lahko tudi izpustimo (npr. »He bought apples, pears and strawberries«). Ta 
značilnost angleškega jezika avtorjem, predvsem pesnikom, ponuja možnost, da z rabo vejice 
ojačajo pomenske poudarke in nadzorujejo hitrost ter način branja. Ob branju Eliotove poezije 
opazimo, kako pogosto je ravno z manipulacijo ločil (dodajanjem in opuščanjem vejic in pik) 
intenzivno spreminjal in razširjal pomen svojih pesmi, kar pa je pri prevodu v jezik, kot je 
slovenščina, ki se drži mnogo bolj rigoroznih pravil, nemogoče ohraniti. Zame osebno je to 
pomenilo, da sem pri vsaki uporabi ločil glede na posamezno pesem premislila, ali so ločila na tem 
mestu uporabljena v skladu s slovničnimi pravili angleškega jezika ali sem priča Eliotovi specifični 
avtorski odločitvi. Ker se uporaba ločil razlikuje od pesmi do pesmi, se to pozna tudi v prevodih. 
Nekateri prevodi torej v uporabi ločil bolj sledijo slovničnim pravilom slovenščine kot drugi, v 
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vsakem primeru pa sem se trudila predvsem, da ohranim čim bolj razprte pomene verzov, kjer je 
v izvirniku tako nameraval Eliot, ter da tudi v slovenščini obdržim hitrost in ritem branja.  
Nadaljnji izziv predstavlja besedišče, ki ga Eliot v svoji poeziji uporablja. Ne samo, da se v 
njegovih pesmih znajdejo izrazi iz najrazličnejših področij (ornitologije, medicine, filozofije itd.), 
največ težav pri prevajanju povzročijo besede, ki si jih je Eliot izmislil, ali fraze, ki jih je 
predrugačil ali uporabil na nov način. V teh primerih sem se trudila, da tudi v slovenščini ustvarim 
nove besede in fraze, ki posnemajo zvočno podobo in skušajo ujeti pomen izvirnika.  
Tujih osebnih in krajevnih imen nisem slovenila, razen v primerih, ko v slovenščini obstaja 
ustaljen in sprejet izraz. Citati, ki so v izvirnih pesmih zapisani v tujem jeziku, so tako zapisani 
tudi v prevodih. Citate, ki jih je Eliot vzel iz tujih del in zapisal v angleščini, sem, kjer je bilo to 
mogoče, v prevodih prepisala (ali vsaj uporabila podobno izrazoslovje) iz slovenskih prevodov 
citiranih del, kjer pa to ni bilo mogoče, sem jih prevedla sama.   
Podobno kot pri ločilih, je bil Eliot tudi pri uporabi drugih pesniških postopkov pogosto 
nekonsistenten. Nekatere pesmi sicer imajo tradicionalno obliko, kar pomeni, da sta tudi rima in 
metrična struktura stalni in konsistentni, vendar to za marsikatero Eliotovo pesem ne velja. Kot že 
omenjeno, Eliot rimo uporablja sproščeno in ne konformistično, na mestih, kjer čuti, da je potreben 
dodaten pomenski poudarek, včasih pa mu služi tudi za poudarjanje ironije (npr. »Verzi za 
Cuscuscarawayja in Mirza Murada Alija Bega«). Ker je rima zelo pomemben aspekt Eliotove 
poezije in jo je izrabljal s premišljenim namenom, sem ji pri prevodu posvetila čim več pozornosti. 
V večini primerov mi jo je uspelo ohraniti, če to ni bilo mogoče, sem jo zamenjala z asonanco 
(postopek, ki se je obnesel tudi Tauferju) in tako vseeno ohranila zvočni stik. V določenih primerih, 
kjer so si bile rime medsebojno zelo oddaljene ali je Eliot uporabil veliko število enakih rim (tudi 
štiri ali pet), pa mi ni vedno uspelo ohraniti rime in sem se morala sprijazniti, kot se mora vsak 
prevajalec, da prevod nikoli ne bo mogel popolnoma zadovoljiti izvirniku.  
Da bi ostajala zvesta Eliotovemu prepričanju, da mora biti pesniški jezik blizu pogovornemu jeziku, 
sem uporabljala sodobne izraze in se izogibala inverzijam, ki sem jih, ko je bilo to le mogoče, 
zamenjala z rabo enjambementa. Seveda pa prevajanje zahteva kompromise, zato se mi je 
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nemalokrat zgodilo, da sem se morala v pesmih, kjer sem se trudila ohraniti rimo, poslužiti tudi 
inverzije, čeprav sem se trudila, da bi slovenskemu bralcu zvenele čim manj oddaljeno.  
Tako kot pri rimi, je bil Eliot tudi pri metrični strukturi ne konsistenten oziroma, povedano drugače, 
je zvočni učinek in tudi pomenske odtenke razširjal z uporabo različnih metričnih struktur znotraj 
iste pesmi (tak primer je »Ljubezenski spev Alfreda J. Prufrocka«). To pomeni, da se zgodi, da se 
mora prevajalec znotraj iste pesmi spopasti s prostim verzom, jambskim pentametrom in še katero 
drugo verzno obliko. Ko se je s tem problemom soočal Taufer, je poskušal metrum ohraniti, »če 
mu pomen, pri katerem ni smel zapraviti niti besedice, je to le dopuščal« (Taufer, »Pesmi in 
pesnitve« 30). Po Tauferjevem zgledu sem se ozirala tudi sama, še posebej, ko sem spoznala, da 
je ohranjanje tako različne metrične strukture, hkrati z ohranjanjem drugih zvočnih postopkov 
(rime, asonance in aliteracije), mnogokrat večplastnega pomena, med-tekstualnih navezav ter 
specifičnega besedišča pri prevajanju neskončno zapleten proces. Na tem mestu moram torej 
priznati, da je pri mojih prevodih metrična struktura najbolj trpela v smislu zvestega prenosa v 
slovenščino. Sem pa se zgledovala po Tauferju tudi v tem, kar mi je v osebnem intervjuju zaupal, 
in sicer, da se je sam pri prevodu najbolj osredotočal na ritmično podobo pesmi kot celote. Na 
podoben način sem se ravnala tudi sama in skušala v prevodih predvsem s prilagajanjem besedišča 
in mestoma ločil ohraniti splošen ritmični učinek vsake posamezne pesmi. Na koncu vseh sprejetih 
kompromisov, odločitev in nerešljivih vprašanj lahko le upam, da sem se s svojimi najboljšimi 
nameni čim bolj približala izvirnikom in kar se da zadostila temu v svojem bistvu nemogočemu 
procesu, ki se mu reče prevajanje.   
8.2 Analiza prevoda pesmi »Burbank z vodičem: Bleistein s cigaro« 
Za podrobnejšo analizo sem izbrala pesem »Burbank z vodičem: Bleistein s cigaro«, ker zaobjame 
nekaj glavnih značilnost Eliotove poezije, ki so pri prevajanju povzročile največ izzivov – to so 
aluzije in navezave, ritem in metrična struktura. V poglavju bodo za potrebe analize citirani 
posamezni deli pesmi, prevod v celoti, ki je opremljen tudi s pesmijo v izvirniku, pa se nahaja med 
prilogami.  
»Burbank« (od sedaj naprej bom uporabljala skrajšano obliko naslova pesmi) je metrično strogo 
zgrajena pesem – razporejena je v osem kvartin, po večini vsebuje jambske osmerce (čeprav 
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zasledimo tudi trohejske sedmerce, npr. v prvem in tretjem verzu), v večini kitic (izjema je samo 
tretja) pa sta drugi in četrti verz rimana. Pri prevodu sem se veliko ukvarjala z rimami, ki sem jih 
uspela ohraniti (razen v sedmi kitici, kjer sem se morala zadovoljiti z močno asonanco med 
besedama »da« in »Ferdinanda«). V pesmih, kot je »Burbank«, se mi zdi ohranitev rime še posebej 
pomembna, saj v samem izvirniku ne deluje samo kot zvočni stik, temveč predvsem kot sredstvo, 
ki narekuje ton pesmi, v tem primeru ironijo in cinizem. Da rime v slovenskem prevodu bralcu 
tečejo kar se da naravno, sem na določenih mestih spremenila vrstni red besed in prestavila 
enjambement,  
A lustreless protrusive eye 
Stares from the protozoic slime 
At a perspective of Canalleto. 
The smoky candle end of time 
 
Declines. On the Rialto once.  
(Eliot, »Complete Poems« 41) 
Motno vsiljivo oko 
Strmi iz protozojske sline 
V perspektivo Canaletta. 
Na nejasni sveči mine 
 
Konec časa. Nekoč na Rialtu. 
 
ali pa preobrnila vrstni red verzov:  
Burbank crossed a little bridge 
Descending at a small hotel; 
Princess Volupine arrived, 
They were together, and he fell.  
(Eliot, »Complete Poems« 40) 
Burbank je prečkal mostič, 
Ki je vodil do majhnega hotela; 
Podlegel je, bila sta skupaj, 
Ko je princesa Volupina prispela. 
 
 
Vendar pa osredotočanje na en ritmični aspekt pesmi pri prevodu skoraj nujno pomeni, da drugi 
zaradi tega trpi. V pričujočem primeru je bila to metrična struktura, ki mi je v prevodu ni uspelo 
ohraniti. Razlog za to ne leži samo v tem, da sem se odločila ohranjati rimo, ki je posledično 
zahtevala specifično prilagajanje verzov, temveč predvsem v spremembi števila zlogov. Kot že 
omenjeno, angleščina pozna veliko polnopomenskih enozložnih besed, kar pri vsakem prevodu 
nedvomno pomeni, da se bo število zlogov občutno povečalo, to pa je pri prevajanju metrično 
urejene poezije, če si drznem biti dramatična, skorajda prekletstvo. Za primer naj navedem samo 
zadnjo kitico pesmi, 
Klein. Who clipped the lion's wings 
And flea'd his rump and pared his claws? 
Thought Burbank, meditating on 
Time's ruins, and the seven laws.  
(Eliot, »Complete Poems« 41) 
Kleina. Ki je pristrigel levova krila, 
Mu očistil bolhe iz zadnjega dela in kremplje porezal?  
Je pomislil Burbank, ko se je v mislih 
O ruševinah časa in sedmih zakonih naprezal.  
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v kateri ugotovimo, da je od vseh skupaj štiriindvajsetih besed v izvirniku kar devetnajst 
enozložnic. Slovenski prevod ima sicer trideset besed, ampak kar sedeminpetdeset zlogov (skoraj 
dvakrat toliko kot original). Razlogov za to je seveda več. Prvi je, da so zaradi spreganja 
samostalniki v slovenščini daljši. V angleščini se svojilnost izrazi s saškim genetivom, torej na 
primer samostalniku »lion« (ali kasneje v isti kitici »time«) dodamo samo »'s«, kar pomeni, da 
število zlogov ostane nespremenjeno. V slovenščini pa se samostalnik »lev« podaljša v svojilno 
obliko »levov«, potem pa še v obliko v pravilnem sklonu, torej »levova«. Na koncu smo 
potemtakem dobili bistveno daljšo besedo. Velike težave, ki jih pri prevajanju povzročajo angleške 
enozložnice, nas doletijo predvsem v preprostem preteklem času, ki ga v kitici zasledimo pri štirih 
glagolih (»clipped«, »flea'd«, »pared« in »thought«). V angleščini se večina glagolskih oblik v 
preprostem pretekliku zaradi fonoloških zakonitosti jezika izgovarja z enim zlogom. Kjer se ne, 
pa si avtor lahko privošči preprosto krajšanje. Govorim o primeru glagola »flea'd«, ki bi se sicer 
zapisal z dodatnim »e« kot »fleaed« in tako zahteval izgovorjavo z dvema zlogoma. Zamenjava 
glasu »e« z apostrofom in tako zreduciranje besede na en sam zlog je bila v angleški poeziji 
pogosta praksa. Kaj takšnega bi si v slovenščini težko privoščili. Naš jezik, ki ima že po naravi 
več večzložnih besed, pa pri uporabi preteklika še dodatno zahteva pomožni glagol, kar še poveča 
število zlogov. Omenjeni glagoli so v slovenskem prevodu torej vsaj trikrat daljši, poleg tega pa 
jih spremlja še pomožni glagol »biti« (»je pristrigel«, »očistil«, »porezal« in »je pomislil«).  
Če se še enkrat dotaknem že omenjenega glagola »flea'd«, pa lahko izpostavim še eno težavo, ki 
pride iz pomanjkanja besedišča v ciljnem jeziku. Že izraz sam po sebi je dvomljiv. Kot je v najini 
osebni korespondenci izpostavila dr. Frančiška Trobevšek Drobnak, bi izraz lahko bil povezan s 
staroangleškim glagolom »flean«, ki pomeni »odreti kožo«, vendar gre v tem primeru verjetno za 
glagol »flea«, ki pomeni »znebiti se bolh« (»Osebni intervju« ni str.). To potrdi Oxford English 
Dictionary, ki med primeri navede tudi točno ta Eliotov verz (»flea« ni str.), pa tudi Williams, ko 
v svojem članku piše o podobi leva v slabem stanju, ki je poln bolh (55). V slovenščini izraza, ki 
bi lahko v eni besedi zadostil angleškemu, nimamo, zato sem morala glagol prevesti opisno, kar je 
seveda pomenilo večje število zlogov.  
Ker je »Burbank« izredno gosta pesem v smislu pomenov in besedišča, bi krajšanje števila verzov 
in zmanjševanje števila besed nedvomno pomenilo izreden pomenski primanjkljaj prevoda. Zato 
sem se odločila, da metrične strukture ne bom skušala posnemati.  
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Naslednja značilnost pesmi, ki je prav tako bistveno vplivala na prevajalski proces, je obilica 
navezav in aluzij, ki jih Eliot uporabi, kar je sicer tipično za njegovo poezijo na splošno, a se v 
»Burbanku« še posebej čuti. Pesem govori o Benetkah, vendar se besedilo na italijansko mesto 
navezuje samo neposredno preko navezav na druga literarna dela, ki se dogajajo v Benetkah, na 
likovno umetnost in zgodovino. Že samo epigraf pesmi pravzaprav predstavlja kolaž 
medtekstualnih aluzij na Benetke, da bi, kot je želel Eliot, »kraj postal resničen ne opisno, ampak 
tako, da se tam nekaj zgodi« (Matthiessen 9). Jain izpostavi, da je ravno »neregularna dikcija, [ki 
jo Eliot postavi] nasproti regularni obliki kvartin«, tisto, kar bralca prisili, da sledi povezavam in 
»sočasno razmišlja na različnih zgodovinskih ravneh« (89). Eliot je sicer verjetno nameraval, da 
bo njegov bralec večino navezav prepoznal, vendar bi lahko v pesmi užival tudi, če temu ne bi bilo 
tako. Prevajalec pa mora, na drugi strani, vse aluzije podrobno raziskati, če želi slovenskemu 
bralcu ponuditi enake možnosti, da navezave prepozna in šele posledično ugotovi, da so Benetke 
prizorišče pesmi. To je pomenilo, da sem bila pri prevodu še posebej previdna pri prevajanju 
posamičnih besed, da so navezave ostale jasne in točne.  
Pri prevajanju določenih besed sem naletela na več težav kot pri drugih. Ena takih je bila na primer 
»passing bell« v verzu »Passed seaward with the passing bell«, ki opisuje zvonec, s katerim se 
zvoni ob smrti. V angleščini se uporablja izraz »to pass away«, ki pomeni »preminiti«, vendar bi 
v prevodu »preminuli zvonec« ali »zvonec preminjanja« zvenel naravnost nerodno. Ker sem 
morala ujeti še rimo, sem se poigrala z drugim pomenom izraza »to pass«, ki pomeni tudi »iti 
mimo« (kot opazimo, je v Eliotovem verzu izraz uporabljen dvakrat v obeh pomenih), in ustvarila 
sledeči verz: »Šla v smer morja, kjer se je zvonec izgubil.« Moj namen je bil, da bi izraz »izgubiti« 
asociiral tudi smrt, torej izgubo osebe, ker pa je bilo tako rimo kot tudi bolj očitno dvojnost pomena 
verza preprosto nemogoče ohraniti, lahko samo upam, da bo bolj občutljiv bralec začutil povezavo.  
Še zapletenejše kot večpomenske besede pa so morda tiste, ki si jih je Eliot vsaj v določeni meri 
izmislil sam. V pričujoči pesmi naj bi to bila, kot piše Southam, beseda »waterstair« (69). To 
potrjuje dejstvo, da besede ni zaslediti v korpusih ali slovarjih, edino v slovarju Merriam-Webster 
najdemo vnos, kjer pa je geslo zapisano v dveh besedah in obrazloženo kot »stopnišče, ki vodi k 
vodi« (»water stair« ni str.). Ker v slovenščini nisem našla ustreznega izraza, sem verz delno 
predrugačila, da sem ohranila podobo vode in navezavo na beneške kanale:  
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Princess Volupine extends 
A meagre, blue-nailed, phthisic hand 
To climb the waterstair. Lights, lights, 
She entertains Sir Ferdinad 
(Eliot, »Complete Poems« 41) 
Princesa Volupina iztegne 
Tanko, modrikavo, jetično dlan, da 
Se od vode povzpne po stopnicah. Luči, luči,  
Zabava gospoda Ferdinanda 
 
8.3 Analiza prevoda pesmi »Nedeljska maša g. Eliota« 
»Nedeljska maša g. Eliota« izraža »odpor do mlačnosti in kritizira pohlep, duhovno vzvišenost in 
nedotakljivost institucije [Cerkve]« (Harding 65). V izražanju zaskrbljenosti nad duhovnim 
ponosom je pesem »kompleksna, bolj posredna in kritična« (66). Je prav tako kot »Burbank« 
izredno gosta s pomeni in posebnim izrazoslovjem ter morda sintaktično še bolj zapletena. Tudi 
»Nedeljska maša« je formalno strogo urejena v kvartine in po večini jambske osmerce (z 
nekaterimi verzi v trohejskem sedmercu, kot npr. »Sweeney shifts from ham to ham«) z rimanimi 
sodimi verzi. Pri formalni ureditvi prevoda sem se kot pri »Burbanku« osredotočila predvsem na 
rimo, ker pa so razlogi za odločitev enaki, kot že omenjeno v analizi »Burbanka«, se bom na tem 
mestu raje posvetila drugim prevodnim težavam.  
V »Nedeljski maši« Eliot, tako kot v svojih drugih pesmih, pomene svojih verzov razširja z 
uporabo najrazličnejšega besedišča, nekatere besede si celo izmisli (npr. »polifiloplodni«) ali pa 
uporabi besede v tujem jeziku, v tem primeru celo v tuji pisavi (τό ἔν), in tako dodatno zmede 
bralca. Vendar je bralčeva negotovost pravzaprav cilj, ki ga je Eliot s temi postopki želel doseči. 
Eagleton izpostavi, da se je pri branju pesmi treba vprašati ne samo, »kaj skuša pesem povedati«, 
ampak tudi, »kaj skuša pesem storiti« (90). Eagleton za zgled postavi ravno prvi dve kitici 
»Nedeljske maše«, ki bralca zmedeta do te mere, da mu brskanje po slovarjih in iskanje pomenov 
množice nenavadnih besed preneha služiti (91). 
Polyphiloprogenitive 
The sapient sutlers of the Lord 
Drift across the window-panes. 
In the beginning was the Word. 
 
In the beginning was the Word. 
Superfetation of τό ἔν, 
And at the mensual turn of time 
Produced enervate Origen. 
(Eliot, »Complete Poems« 54) 
Polifiloplodni  
Modri marketendarji Gospoda kakor čreda 
Drsijo mimo oken. 
V začetku je bila Beseda. 
 
V začetku je bila Beseda. 
Preoploditev τό ἔν 
In v mesečnem obračanju časa 





Slovenski prevod, ki se nahaja v prilogah, je sicer opremljen z opombami, ki dodatno razložijo 
pomen posameznih besed, ampak, kot pravi Eagleton, to ne prispeva dosti k samemu razumevanju 
pesmi, temveč bi morali  
[…] zaupati svojim prvim vtisom. Namen tovrstnega pisanja je, da nas zmede. To, kar stori, je vsaj toliko 
pomembno kot tisto, kar pove. Nihče ne zapolni cele prve vrstice z neverjetno težko izgovorljivo besedo 
'polifiloplodni' brez nekega skrivnega norčavega namena. Ezoterična dikcija in skrivnostne aluzije nam 
namenoma preprečujejo, da bi med branjem iskali 'vsebino'. […] Prisiljeni smo, da izkusimo jezik takšen, 
kot je, in ne tistega, na kar jezik kaže. Jezik tega dela je tako odbijajoč, tako naježen s pastmi in ugankami, 
da se moramo nehati truditi, da bi uzrli globlji pomen. In to, si lahko predstavljamo, je del namena, ki ga 
pesnik želi doseči. Kar delo govori, med drugimi stvari, je 'To je modernizem.' (91) 
Za prevajalca, ki je soočen z besedilom, katerega namen je, da pravzaprav ni razumljiv, to pomeni, 
da se mora odpovedati ustaljenemu postopku iskanja in ohranjanja pomena ter poizkusiti tudi v 
ciljnem jeziku ohraniti to isto nerazumljivost. Moj poskus je najbolj viden v zadnjem verzu zgoraj 
citiranih kitic, kjer sem se skušala upreti svoji težnji po tem, da bi verz naredila bolj razumljiv 
oziroma sintaktično bolj povezan. Besedo »produced« sem prevedla kot glagol v pretekliku, 
postavila pa sem ga v moško obliko »spočel«, besedo »enervate« pa sem prevedla kot pridevnik 
»izčrpan« (čeprav bi lahko pri obeh besedah besedni vrsti tudi obrnili). Menim, da sem z 
nejasnostjo, kam določena beseda spada in kako se vežejo med sabo, ohranila Eliotov namen, da 
pesem bralca šokira, ko mu ne ponudi tistega, kar pričakuje, to je pomena.  
V peti kitici sem se pri prevodu srečala z zanimivo možnostjo, ko sem iskala rimo na besedo 
»pokore« v povezavi z denarno enoto »pence«. Najprej si oglejmo omenjeno kitico in njen prevod:  
The sable presbyters approach 
The avenue of penitence; 
The young are red and pustular 
Clutching piaculative pence. 
(Eliot, »Complete Poems« 54) 
Črni prezbitri se približujejo 
Aveniji pokore;  
Mladi so rdeči in mozoljavi 
Grabijo pokorniške bore. 
 
 
Za ohranjanje rime bi bil ustrezen pridevniški izraz »bore«, ki poudarja nekaj majhnega po 
vrednosti (»bore« ni str.), kar ustreza angleškemu izrazu »pence« oziroma slovenskemu »peniji« 
za enoto manjše vrednosti. Vendar pa izraza v pridevniški obliki nisem uspela uspešno uporabiti 
v verzu tako, da bi se lahko izognila moteči inverziji in hkrati ohranila tudi rimo. Ob nadaljnjem 
raziskovanju sem odkrila tudi izraz »bor«, ki je arhaičen izraz za »novec majhne vrednosti« (»bor« 
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ni str.), ki pa se izgovori s širokim samoglasnikom »o«, kar pomeni, da se ne rima s »pokore«. Na 
koncu sem se odločila, da kljub drugačnemu samoglasniku vseeno uporabim izraz »bor«, ker mi 
je omogočil, da ustvarim naravno zveneč verz, hkrati pa je pomensko izredno blizu originalu. Pri 
branju bo pričakovanje rime bralca, ki izraza ne pozna, verjetno zapeljalo v napačno izgovorjavo 
besede »bor«, če pa bo izraz poznal in ga izgovoril pravilno, v verzu ostane vsaj asonanca. Kljub 
vsemu se mi to ne zdi slaba rešitev, predvsem v duhu Eliotove poezije, kjer je tudi sam do določene 
mere manipuliral z besedami, da je lahko z njimi ustvaril poljubne slušne učinke.  
Če sem želela ohraniti rime (ki so, kot že omenjeno, pomemben zvočni učinek, ki jih Eliot 
zoperstavi zapleteni dikciji), se nisem mogla popolnoma izogniti tudi dodajanju pomena, vendar 
sem skušala vedno ohraniti pomensko navezavo. V šesti kitici 
Under the penitential gates 
Sustained by staring Seraphim 
Where the souls of the devout  
Burn invisible and dim.  
(Eliot, »Complete Poems« 54) 
Pod vrati kesanja ki jih 
Podpirajo Serafi, njihove oči previdne 
Kjer duše vdanih  
Gorijo meglene in nevidne. 
 
 
sem zavoljo rime »strmeče Serafe« spremenila v takšne s »previdnimi očmi«, vendar svojo 
odločitev upravičujem z dejstvom, da so angeli, ki pozorno strmijo nad vrati, verjetno tudi previdni 
pri svojem varovanju. Podobno sem v sedmi kitici 
Along the garden-wall the bees 
With hairy bellies pass between 
The staminate and pistillate, 
Blest office of the epicine.  
(Eliot, »Complete Poems« 54) 
Ob vrtni ograji čebele 
S kosmatimi trebuhi letijo razposajene 
Med prašniki in pestiči, 
Afroditske dolžnosti blagoslovljene. 
 
 
dodala besedo »razposajene«, saj menim, da je sicer dodana beseda vseeno ostala zvesta podobi 
»čebel s kosmatimi trebuhi«, ki letajo po vrtu. 
V pričujočem poglavju in v povezavi s prejšnjimi poglavji (torej s predstavitvijo Eliotove poezije, 
pregledom teorije literarnega prevajanja in raziskovanjem obstoječih prevodov) sem želela 
strnjeno prikazati določene prevajalske odločitve, ki sem jih sprejela, najsi so bile moje lastne ali 
sem jih prevzela od mojih predhodnikov. Predvsem je bil moj namen, da poudarim pomen rime, 
ki sem jo kot prevajalka razumela kot osrednjo pesniško figuro, ki sem jo želela ohraniti, ter 
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izmuzljivost metra, ki ga je pri prenosu v slovnično tako drugačen jezik, kot je slovenščina, tako 
težko ohraniti, še posebej, ko govorimo o poeziji, ki je tako gosta s pomenom, kot je Eliotova, in 
bi kakršno koli krajšanje ali dodajanje pesem bistveno okrnilo, če ne kar uničilo. Želela sem tudi 
izpostaviti določene prevajalske zagate, ki se ne tičejo forme ali pomena pesmi, temveč so na 
koncu koncev pri prevajanju določenih pesmi predstavljale skoraj največji izziv – to je prevajanje 
specifičnega in izmišljenega besedišča, ohranjanje jezikovnega registra in subtilnih aluzij. Pri 
prevodu vseh do sedaj še neprevedenih pesmi se je nabralo dovolj materiala za mnogo daljšo 
nalogo, vendar sem na tem mestu opisala vse glavne zagate in rešitve, marsikatera dodatna težava 
in njena bolj ali manj uspešna rešitev pa se nahaja v opombah ob posamičnih pesmih, ki jih je moč 
najti v prilogah.   
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9. Povzetek  
Eliot je pesnik, ki morda nikoli ni bil v modi, kot pravi Mozetič, je bil pa vedno sodoben (1) in kot 
eno osrednjih imen anglo-ameriške pesniške tradicije ostaja aktualen do današnjega dne. Eliotova 
poezija se je zapisala v kanon zahodne kulture predvsem zaradi svoje modernističnosti in 
eksperimentalnosti, ki je v zgodovini pesniške tradicije predstavljala pomemben prelom in 
modernizmu omogočila, da se v poeziji okrepi. Zanimivo pa je izpostaviti, da Eliot, kot pravi v 
svojih esejih, kljub moderni naravi svojih pesmi, svoja besedila utemeljuje na tradiciji, zgodovini 
in mitu, ki pesniku omogočajo, da svoja subjektivna čustva spremeni v objektivne podobe, ki bodo 
pri bralcu lahko dosegle nameravan učinek. Eliot se z obilico aluzij, navezav in citatov iz drugih 
literarnih del stalno sklicuje na tradicijo in ustvarja povezave, kajti bil je prepričan, da bo vsako 
literarno delo vsakič delovalo v okviru vseh ostalih literarnih del človeške zgodovine in je 
potemtakem izrednega pomena, da se vsak avtor več kot dobro zaveda literarne tradicije, v katero 
se vključuje. Posledica Eliotove ukoreninjenosti v tradicijo in hkrati njegovih eksperimentalnih 
postopkov pisanja poezije pomeni, da se bralci in seveda tudi prevajalci vseskozi srečujejo z 
mnogokrat težko ulovljivo Eliotovo dvojnostjo. Ne samo, da bralec ali prevajalec naleti na velik 
razpon tematik, besedišča in jezika, ki sega vse od antičnih mitov in Svetega pisma, pa do 
sodobnega znanstvenega izrazoslovja in Eliotovih lastnih izmišljenih besed, na podobno dvojnost 
naleti tudi na oblikovni ravni. Eliot uporablja tako tradicionalne, metrično regulirane verze kot tudi 
prosti verz, oboje pa predstavlja predvsem izziv za prevajalca. V magistrski nalogi sem predstavila 
predvsem problematiko prostega verza, ki ga je Eliot mojstrsko uporabljal, pri katerem je nujno 
razumeti, da prosti verz ni verz, kateremu umanjka ritem, temveč je to verz, ki svoj lastni ritem 
prilagaja glede na specifično pesem. Eliot je nemalokrat pisal pesmi, kjer obenem uporablja tako 
prosti kot metrični verz, kar je še posebej težavno oziroma nemogoče obdržati pri prevodu. Če 
vsemu omenjenemu dodam še Eliotov način uporabe rim, ki je izrazito premišljen, saj rimo Eliot 
uporabi na mestih, ki predstavljajo pomembno pomensko vozlišče, in ne regularno, kot je bilo to 
tipično za tradicionalno poezijo, se prevajalec znajde pred poezijo, za katero ve, da jo je v njenem 
bistvu nemogoče prevajati. Prevajati poezijo, kjer vsaka oblikovna značilnost, meter, rima in 
uporaba ločil, poleg slušnih hkrati nosijo tudi pomenske informacije, pomeni sprejemati težke 
prevajalske odločitve in kompromise. Veno Taufer se je trudil ohranjati ritmično podobo pesmi 
kot celote, raje kot da bi poskušal vsak verz prevesti popolnoma ustrezno. Podobnega načela sem 
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se držala tudi sama, ko sem se odločila, da se pri prevajanju osredotočim predvsem na rimo, kar je 
pomenilo, da sem morala ritmično podobo pesmi ohraniti glede na lastni občutek in uho, kajti 
obdržati formalno in metrično oblikovno enako podobo pesmi hkrati z rimo in pomensko 
natančnostjo bi bilo nemogoče. Pri lastnih prevodih sem poseben poudarek namenila tudi 
ohranjanju drugih elementov, predvsem ponavljanja, za katerega menim, da je eden od bistvenih 
elementov, ki ustvarja tipično Eliotsko pesniško ritmičnost, hkrati pa sem opazila tudi, da je ravno 
ponavljanje pri obstoječih prevodih Tauferja, Pibernika in Papeža pogosto umanjkalo, verjetno 
ravno iz razloga, da so se prevajalci trudili z ohranjanjem toliko drugih elementov.  
Ob analizi Tauferjevih prevodov je bilo očitno, da so ti prevodi pomensko nadvse točni, dobri pri 
ohranjanju ritmičnih podob pesmi in odlični pri ohranjanju rim. Tauferjevi prevodi so od 
Pibernikovih in Papeževih boljši predvsem v tem, da je bil Taufer natančnejši in je dokazal, da 
poseduje občutljivejše pesniško uho. Ker bi bilo nesmiselno posegati v tako kvalitetne prevode, 
kot jih je pripravil Taufer, sem se predvsem zaradi želje, da bi bil celoten Eliotov pesniški opus 
dostopen v slovenščini, odločila, da prevedem pesmi, ki prevoda v slovenščini še niso ugledale, 
čeprav so to morda tiste pesmi, ki med bralci niso pogosto opažene. Obstoječi Tauferjevi prevodi 
so mi nudili neprecenljivo pomoč, ko sem sprejemala lastne prevajalske odločitve. Predvsem sem 
želela slediti Tauferjevemu zgledu in biti kar se da natančna pri prevajanju zelo specifičnih izrazov, 
ki jih Eliot uporablja, veliko energije pa sem vložila v prevajanje rim, da bi le-te zvenele čim bolj 
naravno v slovenskem jeziku. Poleg ritma, metruma in rim, ki seveda pri vsakem prevajanju 
predstavljajo v celoti nepremostljivo težavo, sem pri prevajanju Eliotovih pesmi odkrila tudi 
nekatere specifične težave. Med njih nedvomno spada besedišče, ki si ga je Eliot izmislil in je 
zahtevalo podobno iznajdljivost tudi pri prevodu, ter ločila, ki jih Eliot uporablja nekonsistentno 
in pogosto tudi kot pomenska znamenja, kar je pomenilo, da je pri prevodu vsaka vejica in pika 
zahtevala premislek. Daleč najtežji izziv pa so predstavljali odprti pomeni, ki jih Eliot ustvarja z 
enjambementi, nejasnimi slovničnimi strukturami, opuščanjem ločil ali nenavadnim besediščem. 
Eliotova poezija temelji na odpiranju pomenov, torej je to odprtost nujno ohranjati v prevodu, kar 
pa pri prenosu v slovnično tako drugačen jezik, kot je slovenščina, vedno predstavlja težave. 
Veliko pozornosti sem torej namenila ravno odpiranju pomenov in temeljiti slovnični analizi 
izvirnih pesmi.  
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Moj namen tekom prevajanja je ostal osredotočen na to, da bi zajela čim več elementov, ki Eliotovo 
poezijo delajo tako izvrstno, in pri prevodu ujela ravnovesje med njimi, tako da bi na koncu vseeno 
ohranila v prvi vrsti pomen vsake pesmi in njen zven. Prevodi, ki se nahajajo v prilogah, so sicer 
vseeno opremljeni z opombami, s katerimi sem si pomagala pri raziskovanju, in lahko morda 
deloma pomirijo radovednost bolj natančnih (morda strokovno podkovanih) bralcev, vendar 
njihov namen ni, da ponudijo natančen zemljevid  pomena pesmi. Glavni razlog, zakaj sem se 
lotila prevajanja Eliotove poezije, ostaja, da sem želela vsakemu slovenskemu bralcu ponuditi 
poezijo tako znamenitega avtorja, ki je imel nesporen vpliv na slovensko poezijo, tudi v 
slovenščini, da lahko pesmi zazvenijo in v prevodu ustvarijo nov, nekoliko drugačen pomen. In 
morda sem želela tudi s prevodom na še en način razširiti pomen in doseg Eliotove poezije, kajti 
»nazadnje je naloga umetnosti, ko uvaja kredibilen red v vsakdanjo resničnost in tako izvabi neko 
dojemanje reda v resničnost, da nas pripelje to stanja spokojnosti, negibnosti in sprave ter nas nato 
pusti, kot je Vergil pustil Danteja, da nadaljujemo proti pokrajini, kjer nam ta vodič ne more več 
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Mr. Eliot's Sunday Morning Service 
 
PRILOGA B: NOVI PREVODI 
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Nedeljska maša g. Eliota 
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ii. Težave državnika 
92 
 
Oči ki sem nazadnje videl jih v solzah 
Veter se je dvignil ob četrti uri 
Pet-prstne vaje 
i. Verzi perzijski mački 
ii. Verzi Yorkshirskemu terierju 
iii. Verzi raci v parku 
iv. Verzi gospodu Ralphu Hodgsonu 
v. Verzi za Cuscuscarawayja in Mirza Murada Alija Bega 
Pokrajine 
i. New Hampshire 
ii. Virginija 
iii. Usk 
iv. Rannoch ob Glancoe-u 
v. Rtič Ann 
Verzi za starca 






Opomba o vojni poeziji 
Indijancem, ki so umrli v Afriki 
Walterju de la Maru 
Posvetilo moji ženi 
  
PRILOGA A: PESMI V IZVIRNIKU 
The Love Song of J. Alfred Prufrock  
S’io credesse che mia risposta fosse 
A persona che mai tornasse al mondo, 
Questa fiamma staria senza piu scosse. 
Ma percioche giammai di questo fondo 
Non torno vivo alcun, s’i’odo il vero, 
Senza tema d’infamia ti rispondo. 
Let us go then, you and I, 
When the evening is spread out against the sky 
Like a patient etherized upon a table; 
Let us go, through certain half-deserted streets, 
The muttering retreats 
Of restless nights in one-night cheap hotels 
And sawdust restaurants with oyster-shells: 
Streets that follow like a tedious argument 
Of insidious intent 
To lead you to an overwhelming question ... 
Oh, do not ask, “What is it?” 
Let us go and make our visit. 
 
In the room the women come and go 
Talking of Michelangelo. 
 
The yellow fog that rubs its back upon the window-panes, 
The yellow smoke that rubs its muzzle on the window-panes, 
Licked its tongue into the corners of the evening, 
Lingered upon the pools that stand in drains, 
Let fall upon its back the soot that falls from chimneys, 
Slipped by the terrace, made a sudden leap, 
And seeing that it was a soft October night, 
Curled once about the house, and fell asleep. 
 
And indeed there will be time 
For the yellow smoke that slides along the street, 
Rubbing its back upon the window-panes; 
There will be time, there will be time 
To prepare a face to meet the faces that you meet; 
There will be time to murder and create, 
And time for all the works and days of hands 
That lift and drop a question on your plate; 
Time for you and time for me, 
And time yet for a hundred indecisions, 
And for a hundred visions and revisions, 
Before the taking of a toast and tea. 
  
 
In the room the women come and go 
Talking of Michelangelo. 
 
And indeed there will be time 
To wonder, “Do I dare?” and, “Do I dare?” 
Time to turn back and descend the stair, 
With a bald spot in the middle of my hair — 
(They will say: “How his hair is growing thin!”) 
My morning coat, my collar mounting firmly to the chin, 
My necktie rich and modest, but asserted by a simple pin — 
(They will say: “But how his arms and legs are thin!”) 
Do I dare 
Disturb the universe? 
In a minute there is time 
For decisions and revisions which a minute will reverse. 
 
For I have known them all already, known them all: 
Have known the evenings, mornings, afternoons, 
I have measured out my life with coffee spoons; 
I know the voices dying with a dying fall 
Beneath the music from a farther room. 
               So how should I presume? 
 
And I have known the eyes already, known them all— 
The eyes that fix you in a formulated phrase, 
And when I am formulated, sprawling on a pin, 
When I am pinned and wriggling on the wall, 
Then how should I begin 
To spit out all the butt-ends of my days and ways? 
               And how should I presume? 
 
And I have known the arms already, known them all— 
Arms that are braceleted and white and bare 
(But in the lamplight, downed with light brown hair!) 
Is it perfume from a dress 
That makes me so digress? 
Arms that lie along a table, or wrap about a shawl. 
               And should I then presume? 
               And how should I begin? 
 
Shall I say, I have gone at dusk through narrow streets 
And watched the smoke that rises from the pipes 
Of lonely men in shirt-sleeves, leaning out of windows? ... 
 
I should have been a pair of ragged claws 
Scuttling across the floors of silent seas. 
 
And the afternoon, the evening, sleeps so peacefully! 
Smoothed by long fingers, 
Asleep ... tired ... or it malingers, 
  
Stretched on the floor, here beside you and me. 
Should I, after tea and cakes and ices, 
Have the strength to force the moment to its crisis? 
But though I have wept and fasted, wept and prayed, 
Though I have seen my head (grown slightly bald) brought in upon a platter, 
I am no prophet — and here’s no great matter; 
I have seen the moment of my greatness flicker, 
And I have seen the eternal Footman hold my coat, and snicker, 
And in short, I was afraid. 
 
And would it have been worth it, after all, 
After the cups, the marmalade, the tea, 
Among the porcelain, among some talk of you and me, 
Would it have been worth while, 
To have bitten off the matter with a smile, 
To have squeezed the universe into a ball 
To roll it towards some overwhelming question, 
To say: “I am Lazarus, come from the dead, 
Come back to tell you all, I shall tell you all”— 
If one, settling a pillow by her head 
               Should say: “That is not what I meant at all; 
               That is not it, at all.” 
 
And would it have been worth it, after all, 
Would it have been worth while, 
After the sunsets and the dooryards and the sprinkled streets, 
After the novels, after the teacups, after the skirts that trail along the floor— 
And this, and so much more?— 
It is impossible to say just what I mean! 
But as if a magic lantern threw the nerves in patterns on a screen: 
Would it have been worth while 
If one, settling a pillow or throwing off a shawl, 
And turning toward the window, should say: 
               “That is not it at all, 
               That is not what I meant, at all.” 
 
No! I am not Prince Hamlet, nor was meant to be; 
Am an attendant lord, one that will do 
To swell a progress, start a scene or two, 
Advise the prince; no doubt, an easy tool, 
Deferential, glad to be of use, 
Politic, cautious, and meticulous; 
Full of high sentence, but a bit obtuse; 
At times, indeed, almost ridiculous— 
Almost, at times, the Fool. 
 
I grow old ... I grow old ... 
I shall wear the bottoms of my trousers rolled. 
 
Shall I part my hair behind?   Do I dare to eat a peach? 
I shall wear white flannel trousers, and walk upon the beach. 
  
I have heard the mermaids singing, each to each. 
 
I do not think that they will sing to me. 
 
I have seen them riding seaward on the waves 
Combing the white hair of the waves blown back 
When the wind blows the water white and black. 
We have lingered in the chambers of the sea 
By sea-girls wreathed with seaweed red and brown 
Till human voices wake us, and we drown. 
 
(Eliot, »Complete poems« 13–17)  
  
The Waste Land 
FOR EZRA POUND 
IL MIGLIOR FABBRO 
              I. The Burial of the Dead 
 
April is the cruellest month, breeding 
Lilacs out of the dead land, mixing 
Memory and desire, stirring 
Dull roots with spring rain. 
Winter kept us warm, covering 
Earth in forgetful snow, feeding 
A little life with dried tubers. 
Summer surprised us, coming over the Starnbergersee 
With a shower of rain; we stopped in the colonnade, 
And went on in sunlight, into the Hofgarten, 
And drank coffee, and talked for an hour. 
Bin gar keine Russin, stamm’ aus Litauen, echt deutsch. 
And when we were children, staying at the arch-duke’s, 
My cousin’s, he took me out on a sled, 
And I was frightened. He said, Marie, 
Marie, hold on tight. And down we went. 
In the mountains, there you feel free. 
I read, much of the night, and go south in the winter. 
 
 What are the roots that clutch, what branches grow 
Out of this stony rubbish? Son of man, 
You cannot say, or guess, for you know only 
A heap of broken images, where the sun beats, 
And the dead tree gives no shelter, the cricket no relief, 
And the dry stone no sound of water. Only 
There is shadow under this red rock, 
(Come in under the shadow of this red rock), 
And I will show you something different from either 
Your shadow at morning striding behind you 
Or your shadow at evening rising to meet you; 
I will show you fear in a handful of dust. 
                      Frisch weht der Wind 
                      Der Heimat zu 
                      Mein Irisch Kind, 
                      Wo weilest du? 
“You gave me hyacinths first a year ago; 
“They called me the hyacinth girl.” 
—Yet when we came back, late, from the Hyacinth garden, 
Your arms full, and your hair wet, I could not 
Speak, and my eyes failed, I was neither 
Living nor dead, and I knew nothing, 
Looking into the heart of light, the silence. 
Oed’ und leer das Meer. 
 
  
 Madame Sosostris, famous clairvoyante, 
Had a bad cold, nevertheless 
Is known to be the wisest woman in Europe, 
With a wicked pack of cards. Here, said she, 
Is your card, the drowned Phoenician Sailor, 
(Those are pearls that were his eyes. Look!) 
Here is Belladonna, the Lady of the Rocks, 
The lady of situations. 
Here is the man with three staves, and here the Wheel, 
And here is the one-eyed merchant, and this card, 
Which is blank, is something he carries on his back, 
Which I am forbidden to see. I do not find 
The Hanged Man. Fear death by water. 
I see crowds of people, walking round in a ring. 
Thank you. If you see dear Mrs. Equitone, 
Tell her I bring the horoscope myself: 
One must be so careful these days. 
 
Unreal City, 
Under the brown fog of a winter dawn, 
A crowd flowed over London Bridge, so many, 
I had not thought death had undone so many. 
Sighs, short and infrequent, were exhaled, 
And each man fixed his eyes before his feet. 
Flowed up the hill and down King William Street, 
To where Saint Mary Woolnoth kept the hours 
With a dead sound on the final stroke of nine. 
There I saw one I knew, and stopped him, crying: “Stetson! 
“You who were with me in the ships at Mylae! 
“That corpse you planted last year in your garden, 
“Has it begun to sprout? Will it bloom this year? 
“Or has the sudden frost disturbed its bed? 
“Oh keep the Dog far hence, that’s friend to men, 
“Or with his nails he’ll dig it up again! 
“You! hypocrite lecteur!—mon semblable,—mon frère!” 
 
 
              II. A Game of Chess 
 
The Chair she sat in, like a burnished throne, 
Glowed on the marble, where the glass 
Held up by standards wrought with fruited vines 
From which a golden Cupidon peeped out 
(Another hid his eyes behind his wing) 
Doubled the flames of sevenbranched candelabra 
Reflecting light upon the table as 
The glitter of her jewels rose to meet it, 
From satin cases poured in rich profusion; 
In vials of ivory and coloured glass 
Unstoppered, lurked her strange synthetic perfumes, 
Unguent, powdered, or liquid—troubled, confused 
  
And drowned the sense in odours; stirred by the air 
That freshened from the window, these ascended 
In fattening the prolonged candle-flames, 
Flung their smoke into the laquearia, 
Stirring the pattern on the coffered ceiling. 
Huge sea-wood fed with copper 
Burned green and orange, framed by the coloured stone, 
In which sad light a carvéd dolphin swam. 
Above the antique mantel was displayed 
As though a window gave upon the sylvan scene 
The change of Philomel, by the barbarous king 
So rudely forced; yet there the nightingale 
Filled all the desert with inviolable voice 
And still she cried, and still the world pursues, 
“Jug Jug” to dirty ears. 
And other withered stumps of time 
Were told upon the walls; staring forms 
Leaned out, leaning, hushing the room enclosed. 
Footsteps shuffled on the stair. 
Under the firelight, under the brush, her hair 
Spread out in fiery points 
Glowed into words, then would be savagely still. 
 
“My nerves are bad tonight. Yes, bad. Stay with me. 
“Speak to me. Why do you never speak. Speak. 
“What are you thinking of? What thinking? What? 
“I never know what you are thinking. Think.” 
 
I think we are in rats’ alley 
Where the dead men lost their bones. 
 
“What is that noise?” 
                          The wind under the door. 
“What is that noise now? What is the wind doing?” 
                           Nothing again nothing. 
                                                        “Do 
“You know nothing? Do you see nothing? Do you remember 
“Nothing?” 
 
       I remember 
Those are pearls that were his eyes. 
“Are you alive, or not? Is there nothing in your head?”    
           
                                                                           But 
O O O O that Shakespeherian Rag— 
It’s so elegant 
So intelligent 
“What shall I do now? What shall I do?” 
“I shall rush out as I am, and walk the street 
“With my hair down, so. What shall we do tomorrow? 
“What shall we ever do?” 
  
                                               The hot water at ten. 
And if it rains, a closed car at four. 
And we shall play a game of chess, 
Pressing lidless eyes and waiting for a knock upon the door. 
 
When Lil’s husband got demobbed, I said— 
I didn’t mince my words, I said to her myself, 
HURRY UP PLEASE ITS TIME 
Now Albert’s coming back, make yourself a bit smart. 
He’ll want to know what you done with that money he gave you 
To get yourself some teeth. He did, I was there. 
You have them all out, Lil, and get a nice set, 
He said, I swear, I can’t bear to look at you. 
And no more can’t I, I said, and think of poor Albert, 
He’s been in the army four years, he wants a good time, 
And if you don’t give it him, there’s others will, I said. 
Oh is there, she said. Something o’ that, I said. 
Then I’ll know who to thank, she said, and give me a straight look. 
HURRY UP PLEASE ITS TIME 
If you don’t like it you can get on with it, I said. 
Others can pick and choose if you can’t. 
But if Albert makes off, it won’t be for lack of telling. 
You ought to be ashamed, I said, to look so antique. 
(And her only thirty-one.) 
I can’t help it, she said, pulling a long face, 
It’s them pills I took, to bring it off, she said. 
(She’s had five already, and nearly died of young George.) 
The chemist said it would be all right, but I’ve never been the same. 
You are a proper fool, I said. 
Well, if Albert won’t leave you alone, there it is, I said, 
What you get married for if you don’t want children? 
HURRY UP PLEASE ITS TIME 
Well, that Sunday Albert was home, they had a hot gammon, 
And they asked me in to dinner, to get the beauty of it hot— 
HURRY UP PLEASE ITS TIME 
HURRY UP PLEASE ITS TIME 
Goonight Bill. Goonight Lou. Goonight May. Goonight. 
Ta ta. Goonight. Goonight. 
Good night, ladies, good night, sweet ladies, good night, good night. 
 
 
              III. The Fire Sermon 
 
The river’s tent is broken: the last fingers of leaf 
Clutch and sink into the wet bank. The wind 
Crosses the brown land, unheard. The nymphs are departed. 
Sweet Thames, run softly, till I end my song. 
The river bears no empty bottles, sandwich papers, 
Silk handkerchiefs, cardboard boxes, cigarette ends 
Or other testimony of summer nights. The nymphs are departed. 
And their friends, the loitering heirs of city directors; 
  
Departed, have left no addresses. 
By the waters of Leman I sat down and wept . . . 
Sweet Thames, run softly till I end my song, 
Sweet Thames, run softly, for I speak not loud or long. 
But at my back in a cold blast I hear 
The rattle of the bones, and chuckle spread from ear to ear. 
 
A rat crept softly through the vegetation 
Dragging its slimy belly on the bank 
While I was fishing in the dull canal 
On a winter evening round behind the gashouse 
Musing upon the king my brother’s wreck 
And on the king my father’s death before him. 
White bodies naked on the low damp ground 
And bones cast in a little low dry garret, 
Rattled by the rat’s foot only, year to year. 
But at my back from time to time I hear 
The sound of horns and motors, which shall bring 
Sweeney to Mrs. Porter in the spring. 
O the moon shone bright on Mrs. Porter 
And on her daughter 
They wash their feet in soda water 
Et O ces voix d’enfants, chantant dans la coupole!  
 
Twit twit twit 
Jug jug jug jug jug jug 




Under the brown fog of a winter noon 
Mr. Eugenides, the Smyrna merchant 
Unshaven, with a pocket full of currants 
C.i.f. London: documents at sight, 
Asked me in demotic French 
To luncheon at the Cannon Street Hotel 
Followed by a weekend at the Metropole. 
 
At the violet hour, when the eyes and back 
Turn upward from the desk, when the human engine waits 
Like a taxi throbbing waiting, 
I Tiresias, though blind, throbbing between two lives, 
Old man with wrinkled female breasts, can see 
At the violet hour, the evening hour that strives 
Homeward, and brings the sailor home from sea, 
The typist home at teatime, clears her breakfast, lights 
Her stove, and lays out food in tins. 
Out of the window perilously spread 
Her drying combinations touched by the sun’s last rays, 
On the divan are piled (at night her bed) 
Stockings, slippers, camisoles, and stays. 
  
I Tiresias, old man with wrinkled dugs 
Perceived the scene, and foretold the rest— 
I too awaited the expected guest. 
He, the young man carbuncular, arrives, 
A small house agent’s clerk, with one bold stare, 
One of the low on whom assurance sits 
As a silk hat on a Bradford millionaire. 
The time is now propitious, as he guesses, 
The meal is ended, she is bored and tired, 
Endeavours to engage her in caresses 
Which still are unreproved, if undesired. 
Flushed and decided, he assaults at once; 
Exploring hands encounter no defence; 
His vanity requires no response, 
And makes a welcome of indifference. 
(And I Tiresias have foresuffered all 
Enacted on this same divan or bed; 
I who have sat by Thebes below the wall 
And walked among the lowest of the dead.) 
Bestows one final patronising kiss, 
And gropes his way, finding the stairs unlit . . . 
 
She turns and looks a moment in the glass, 
Hardly aware of her departed lover; 
Her brain allows one half-formed thought to pass: 
“Well now that’s done: and I’m glad it’s over.” 
When lovely woman stoops to folly and 
Paces about her room again, alone, 
She smoothes her hair with automatic hand, 
And puts a record on the gramophone. 
 
“This music crept by me upon the waters” 
And along the Strand, up Queen Victoria Street. 
O City city, I can sometimes hear 
Beside a public bar in Lower Thames Street, 
The pleasant whining of a mandoline 
And a clatter and a chatter from within 
Where fishmen lounge at noon: where the walls 
Of Magnus Martyr hold 
Inexplicable splendour of Ionian white and gold. 
 
               The river sweats 
               Oil and tar 
               The barges drift 
               With the turning tide 
               Red sails 
               Wide 
               To leeward, swing on the heavy spar. 
               The barges wash 
               Drifting logs 
               Down Greenwich reach 
  
               Past the Isle of Dogs. 
                                 Weialala leia 
                                 Wallala leialala 
 
               Elizabeth and Leicester 
               Beating oars 
               The stern was formed 
               A gilded shell 
               Red and gold 
               The brisk swell 
               Rippled both shores 
               Southwest wind 
               Carried down stream 
               The peal of bells 
               White towers 
                                Weialala leia 
                                Wallala leialala 
 
“Trams and dusty trees. 
Highbury bore me. Richmond and Kew 
Undid me. By Richmond I raised my knees 
Supine on the floor of a narrow canoe.” 
 
“My feet are at Moorgate, and my heart 
Under my feet. After the event 
He wept. He promised a ‘new start.’ 
I made no comment. What should I resent?” 
 
“On Margate Sands. 
I can connect 
Nothing with nothing. 
The broken fingernails of dirty hands. 
My people humble people who expect 
Nothing.” 
                       la la 
 
To Carthage then I came 
 
Burning burning burning burning 
O Lord Thou pluckest me out 





              IV. Death by Water 
 
Phlebas the Phoenician, a fortnight dead, 
Forgot the cry of gulls, and the deep sea swell 
And the profit and loss. 
                                   A current under sea 
  
Picked his bones in whispers. As he rose and fell 
He passed the stages of his age and youth 
Entering the whirlpool. 
                                   Gentile or Jew 
O you who turn the wheel and look to windward, 
Consider Phlebas, who was once handsome and tall as you. 
 
 
              V. What the Thunder Said 
 
After the torchlight red on sweaty faces 
After the frosty silence in the gardens 
After the agony in stony places 
The shouting and the crying 
Prison and palace and reverberation 
Of thunder of spring over distant mountains 
He who was living is now dead 
We who were living are now dying 
With a little patience 
 
Here is no water but only rock 
Rock and no water and the sandy road 
The road winding above among the mountains 
Which are mountains of rock without water 
If there were water we should stop and drink 
Amongst the rock one cannot stop or think 
Sweat is dry and feet are in the sand 
If there were only water amongst the rock 
Dead mountain mouth of carious teeth that cannot spit 
Here one can neither stand nor lie nor sit 
There is not even silence in the mountains 
But dry sterile thunder without rain 
There is not even solitude in the mountains 
But red sullen faces sneer and snarl 
From doors of mudcracked houses 
                                      If there were water 
   And no rock 
   If there were rock 
   And also water 
   And water 
   A spring 
   A pool among the rock 
   If there were the sound of water only 
   Not the cicada 
   And dry grass singing 
   But sound of water over a rock 
   Where the hermit-thrush sings in the pine trees 
   Drip drop drip drop drop drop drop 
   But there is no water 
 
Who is the third who walks always beside you? 
  
When I count, there are only you and I together 
But when I look ahead up the white road 
There is always another one walking beside you 
Gliding wrapt in a brown mantle, hooded 
I do not know whether a man or a woman 
—But who is that on the other side of you? 
 
What is that sound high in the air 
Murmur of maternal lamentation 
Who are those hooded hordes swarming 
Over endless plains, stumbling in cracked earth 
Ringed by the flat horizon only 
What is the city over the mountains 
Cracks and reforms and bursts in the violet air 
Falling towers 




A woman drew her long black hair out tight 
And fiddled whisper music on those strings 
And bats with baby faces in the violet light 
Whistled, and beat their wings 
And crawled head downward down a blackened wall 
And upside down in air were towers 
Tolling reminiscent bells, that kept the hours 
And voices singing out of empty cisterns and exhausted wells. 
 
In this decayed hole among the mountains 
In the faint moonlight, the grass is singing 
Over the tumbled graves, about the chapel 
There is the empty chapel, only the wind’s home. 
It has no windows, and the door swings, 
Dry bones can harm no one. 
Only a cock stood on the rooftree 
Co co rico co co rico 
In a flash of lightning. Then a damp gust 
Bringing rain 
 
Ganga was sunken, and the limp leaves 
Waited for rain, while the black clouds 
Gathered far distant, over Himavant. 
The jungle crouched, humped in silence. 
Then spoke the thunder 
DA 
Datta: what have we given? 
My friend, blood shaking my heart 
The awful daring of a moment’s surrender 
Which an age of prudence can never retract 
By this, and this only, we have existed 
Which is not to be found in our obituaries 
  
Or in memories draped by the beneficent spider 
Or under seals broken by the lean solicitor 
In our empty rooms 
DA 
Dayadhvam: I have heard the key 
Turn in the door once and turn once only 
We think of the key, each in his prison 
Thinking of the key, each confirms a prison 
Only at nightfall, aethereal rumours 
Revive for a moment a broken Coriolanus 
DA 
Damyata: The boat responded 
Gaily, to the hand expert with sail and oar 
The sea was calm, your heart would have responded 
Gaily, when invited, beating obedient 
To controlling hands 
  
                                    I sat upon the shore 
Fishing, with the arid plain behind me 
Shall I at least set my lands in order? 
London Bridge is falling down falling down falling down 
Poi s’ascose nel foco che gli affina 
Quando fiam uti chelidon—O swallow swallow 
Le Prince d’Aquitaine à la tour abolie 
These fragments I have shored against my ruins 
Why then Ile fit you. Hieronymo’s mad againe. 
Datta. Dayadhvam. Damyata. 
                  Shantih     shantih     shantih 
 






Because I do not hope to turn again 
Because I do not hope 
Because I do not hope to turn 
Desiring this man's gift and that man's scope 
I no longer strive to strive towards such things 
(Why should the agèd eagle stretch its wings?) 
Why should I mourn 
The vanished power of the usual reign? 
 
Because I do not hope to know 
The infirm glory of the positive hour 
Because I do not think 
Because I know I shall not know 
The one veritable transitory power 
Because I cannot drink 
There, where trees flower, and springs flow, for there is 
nothing again 
 
Because I know that time is always time 
And place is always and only place 
And what is actual is actual only for one time 
And only for one place 
I rejoice that things are as they are and 
I renounce the blessèd face 
And renounce the voice 
Because I cannot hope to turn again 
Consequently I rejoice, having to construct something 
Upon which to rejoice 
 
And pray to God to have mercy upon us 
And pray that I may forget 
These matters that with myself I too much discuss 
Too much explain 
Because I do not hope to turn again 
Let these words answer 
For what is done, not to be done again 
May the judgement not be too heavy upon us 
 
Because these wings are no longer wings to fly 
But merely vans to beat the air 
The air which is now thoroughly small and dry 
Smaller and dryer than the will 
Teach us to care and not to care Teach us to sit still. 
 
Pray for us sinners now and at the hour of our death 




Lady, three white leopards sat under a juniper-tree 
In the cool of the day, having fed to sateity 
On my legs my heart my liver and that which had been 
contained 
In the hollow round of my skull. And God said 
Shall these bones live? shall these 
Bones live? And that which had been contained 
In the bones (which were already dry) said chirping: 
Because of the goodness of this Lady 
And because of her loveliness, and because 
She honours the Virgin in meditation, 
We shine with brightness. And I who am here dissembled 
Proffer my deeds to oblivion, and my love 
To the posterity of the desert and the fruit of the gourd. 
It is this which recovers 
My guts the strings of my eyes and the indigestible portions 
Which the leopards reject. The Lady is withdrawn 
In a white gown, to contemplation, in a white gown. 
Let the whiteness of bones atone to forgetfulness. 
There is no life in them. As I am forgotten 
And would be forgotten, so I would forget 
Thus devoted, concentrated in purpose. And God said 
Prophesy to the wind, to the wind only for only 
The wind will listen. And the bones sang chirping 
With the burden of the grasshopper, saying 
 
Lady of silences 
Calm and distressed 
Torn and most whole 
Rose of memory 
Rose of forgetfulness 
Exhausted and life-giving 
Worried reposeful 
The single Rose 
Is now the Garden 
Where all loves end 
Terminate torment 
Of love unsatisfied 
The greater torment 
Of love satisfied 
End of the endless 
Journey to no end 
Conclusion of all that 
Is inconclusible 
Speech without word and 
Word of no speech 
Grace to the Mother 
For the Garden 
Where all love ends. 
  
 
Under a juniper-tree the bones sang, scattered and shining 
We are glad to be scattered, we did little good to each 
other, 
Under a tree in the cool of day, with the blessing of sand, 
Forgetting themselves and each other, united 
In the quiet of the desert. This is the land which ye 
Shall divide by lot. And neither division nor unity 





At the first turning of the second stair 
I turned and saw below 
The same shape twisted on the banister 
Under the vapour in the fetid air 
Struggling with the devil of the stairs who wears 
The deceitul face of hope and of despair. 
 
At the second turning of the second stair 
I left them twisting, turning below; 
There were no more faces and the stair was dark, 
Damp, jaggèd, like an old man's mouth drivelling, beyond 
repair, 
Or the toothed gullet of an agèd shark. 
 
At the first turning of the third stair 
Was a slotted window bellied like the figs's fruit 
And beyond the hawthorn blossom and a pasture scene 
The broadbacked figure drest in blue and green 
Enchanted the maytime with an antique flute. 
Blown hair is sweet, brown hair over the mouth blown, 
Lilac and brown hair; 
Distraction, music of the flute, stops and steps of the mind 
over the third stair,  
Fading, fading; strength beyond hope and despair 
Climbing the third stair. 
 
Lord, I am not worthy 
Lord, I am not worthy 
 





Who walked between the violet and the violet 
Whe walked between 
The various ranks of varied green 
Going in white and blue, in Mary's colour, 
  
Talking of trivial things 
In ignorance and knowledge of eternal dolour 
Who moved among the others as they walked, 
Who then made strong the fountains and made fresh the springs 
 
Made cool the dry rock and made firm the sand 
In blue of larkspur, blue of Mary's colour, 
Sovegna vos 
 
Here are the years that walk between, bearing 
Away the fiddles and the flutes, restoring 
One who moves in the time between sleep and waking, wearing 
 
White light folded, sheathing about her, folded. 
The new years walk, restoring 
Through a bright cloud of tears, the years, restoring 
With a new verse the ancient rhyme. Redeem 
The time. Redeem 
The unread vision in the higher dream 
While jewelled unicorns draw by the gilded hearse. 
 
The silent sister veiled in white and blue 
Between the yews, behind the garden god, 
Whose flute is breathless, bent her head and signed but spoke 
no word 
 
But the fountain sprang up and the bird sang down 
Redeem the time, redeem the dream 
The token of the word unheard, unspoken 
 
Till the wind shake a thousand whispers from the yew 
 





If the lost word is lost, if the spent word is spent 
If the unheard, unspoken 
Word is unspoken, unheard; 
Still is the unspoken word, the Word unheard, 
The Word without a word, the Word within 
The world and for the world; 
And the light shone in darkness and 
Against the Word the unstilled world still whirled 
About the centre of the silent Word. 
 
O my people, what have I done unto thee. 
 
Where shall the word be found, where will the word 
Resound? Not here, there is not enough silence 
  
Not on the sea or on the islands, not 
On the mainland, in the desert or the rain land, 
For those who walk in darkness 
Both in the day time and in the night time 
The right time and the right place are not here 
No place of grace for those who avoid the face 
No time to rejoice for those who walk among noise and deny 
the voice 
 
Will the veiled sister pray for 
Those who walk in darkness, who chose thee and oppose thee, 
Those who are torn on the horn between season and season, 
time and time, between 
Hour and hour, word and word, power and power, those who wait 
In darkness? Will the veiled sister pray 
For children at the gate 
Who will not go away and cannot pray: 
Pray for those who chose and oppose 
 
O my people, what have I done unto thee. 
 
Will the veiled sister between the slender 
Yew trees pray for those who offend her 
And are terrified and cannot surrender 
And affirm before the world and deny between the rocks 
In the last desert before the last blue rocks 
The desert in the garden the garden in the desert 
Of drouth, spitting from the mouth the withered apple-seed. 
 





Although I do not hope to turn again 
Although I do not hope 
Although I do not hope to turn 
 
Wavering between the profit and the loss 
In this brief transit where the dreams cross 
The dreamcrossed twilight between birth and dying 
(Bless me father) though I do not wish to wish these things 
From the wide window towards the granite shore 
The white sails still fly seaward, seaward flying 
Unbroken wings 
 
And the lost heart stiffens and rejoices 
In the lost lilac and the lost sea voices 
And the weak spirit quickens to rebel 
For the bent golden-rod and the lost sea smell 
Quickens to recover 
  
The cry of quail and the whirling plover 
And the blind eye creates 
The empty forms between the ivory gates 
And smell renews the salt savour of the sandy earth 
 
This is the time of tension between dying and birth 
The place of solitude where three dreams cross 
Between blue rocks 
But when the voices shaken from the yew-tree drift away 
Let the other yew be shaken and reply. 
 
Blessèd sister, holy mother, spirit of the fountain, spirit 
of the garden, 
Suffer us not to mock ourselves with falsehood 
Teach us to care and not to care 
Teach us to sit still 
Even among these rocks, 
Our peace in His will 
And even among these rocks 
Sister, mother 
And spirit of the river, spirit of the sea, 
Suffer me not to be separated 
 
And let my cry come unto Thee. 
 
(Eliot, »Complete poems« 87–100) 
  
  
Journey of the Magi  
“A cold coming we had of it, 
Just the worst time of the year 
For a journey, and such a long journey: 
The ways deep and the weather sharp, 
The very dead of winter.” 
And the camels galled, sore-footed, refractory, 
Lying down in the melting snow. 
There were times we regretted 
The summer palaces on slopes, the terraces, 
And the silken girls bringing sherbet. 
Then the camel men cursing and grumbling 
And running away, and wanting their liquor and women, 
And the night-fires going out, and the lack of shelters, 
And the cities hostile and the towns unfriendly 
And the villages dirty and charging high prices: 
A hard time we had of it. 
At the end we preferred to travel all night, 
Sleeping in snatches, 
With the voices singing in our ears, saying 
That this was all folly. 
Then at dawn we came down to a temperate valley, 
Wet, below the snow line, smelling of vegetation; 
With a running stream and a water-mill beating the darkness, 
And three trees on the low sky, 
And an old white horse galloped away in the meadow. 
Then we came to a tavern with vine-leaves over the lintel, 
Six hands at an open door dicing for pieces of silver, 
And feet kicking the empty wine-skins. 
But there was no information, and so we continued 
And arrived at evening, not a moment too soon 
Finding the place; it was (you may say) satisfactory. 
All this was a long time ago, I remember, 
And I would do it again, but set down 
This set down 
This: were we led all that way for 
Birth or Death? There was a Birth, certainly, 
We had evidence and no doubt. I had seen birth and death, 
But had thought they were different; this Birth was 
Hard and bitter agony for us, like Death, our death. 
We returned to our places, these Kingdoms, 
But no longer at ease here, in the old dispensation, 
With an alien people clutching their gods. 
I should be glad of another death. 
(Eliot, »Complete poems« 103–104)  
  
A Song for Simeon 
Lord, the Roman hyacinths are blooming in bowls and 
The winter sun creeps by the snow hills; 
The stubborn season has made stand. 
My life is light, waiting for the death wind, 
Like a feather on the back of my hand. 
Dust in sunlight and memory in corners 
Wait for the wind that chills towards the dead land. 
  
Grant us thy peace. 
I have walked many years in this city, 
Kept faith and fast, provided for the poor, 
Have taken and given honour and ease. 
There went never any rejected from my door. 
Who shall remember my house, where shall live my children’s children 
When the time of sorrow is come? 
They will take to the goat’s path, and the fox’s home, 
Fleeing from the foreign faces and the foreign swords. 
  
Before the time of cords and scourges and lamentation 
Grant us thy peace. 
Before the stations of the mountain of desolation, 
Before the certain hour of maternal sorrow, 
Now at this birth season of decease, 
Let the Infant, the still unspeaking and unspoken Word, 
Grant Israel’s consolation 
To one who has eighty years and no to-morrow. 
  
According to thy word, 
They shall praise Thee and suffer in every generation 
With glory and derision, 
Light upon light, mounting the saints’ stair. 
Not for me the martyrdom, the ecstasy of thought and prayer, 
Not for me the ultimate vision. 
Grant me thy peace. 
(And a sword shall pierce thy heart, 
Thine also). 
I am tired with my own life and the lives of those after me, 
I am dying in my own death and the deaths of those after me. 
Let thy servant depart, 
Having seen thy salvation. 
 




Quis hic locus, quae  
regio, quae mundi plaga?  
What seas what shores what grey rocks and what islands  
What water lapping the bow  
And scent of pine and the woodthrush singing through the fog  
What images return  
O my daughter.  
 
Those who sharpen the tooth of the dog, meaning  
Death  
Those who glitter with the glory of the hummingbird, meaning  
Death  
Those who sit in the stye of contentment, meaning  
Death  
Those who suffer the ecstasy of the animals, meaning  
Death  
 
Are become unsubstantial, reduced by a wind,  
A breath of pine, and the woodsong fog  
By this grace dissolved in place  
 
What is this face, less clear and clearer  
The pulse in the arm, less strong and stronger —  
Given or lent? more distant than stars and nearer than the eye  
Whispers and small laughter between leaves and hurrying feet  
Under sleep, where all the waters meet.  
 
Bowsprit cracked with ice and paint cracked with heat.  
I made this, I have forgotten  
And remember.  
The rigging weak and the canvas rotten  
Between one June and another September.  
Made this unknowing, half conscious, unknown, my own.  
The garboard strake leaks, the seams need caulking.  
This form, this face, this life  
Living to live in a world of time beyond me; let me  
Resign my life for this life, my speech for that unspoken,  
The awakened, lips parted, the hope, the new ships.  
What seas what shores what granite islands towards my timbers  
And woodthrush calling through the fog  
My daughter. 





Time present and time past 
Are both perhaps present in time future 
And time future contained in time past. 
If all time is eternally present 
All time is unredeemable. 
What might have been is an abstraction 
Remaining a perpetual possibility 
Only in a world of speculation. 
What might have been and what has been 
Point to one end, which is always present. 
Footfalls echo in the memory 
Down the passage which we did not take 
Towards the door we never opened 
Into the rose-garden. My words echo 
Thus, in your mind. 
                                   But to what purpose 
Disturbing the dust on a bowl of rose-leaves 
I do not know. 
                                   Other echoes 
Inhabit the garden. Shall we follow? 
Quick, said the bird, find them, find them, 
Round the corner. Through the first gate, 
Into our first world, shall we follow 
The deception of the thrush? Into our first world. 
There they were, dignified, invisible, 
Moving without pressure, over the dead leaves, 
In the autumn heat, through the vibrant air, 
And the bird called, in response to 
The unheard music hidden in the shrubbery, 
And the unseen eyebeam crossed, for the roses 
Had the look of flowers that are looked at. 
There they were as our guests, accepted and accepting. 
So we moved, and they, in a formal pattern, 
Along the empty alley, into the box circle, 
To look down into the drained pool. 
Dry the pool, dry concrete, brown edged, 
And the pool was filled with water out of sunlight, 
And the lotos rose, quietly, quietly, 
The surface glittered out of heart of light, 
And they were behind us, reflected in the pool. 
Then a cloud passed, and the pool was empty. 
Go, said the bird, for the leaves were full of children, 
Hidden excitedly, containing laughter. 
Go, go, go, said the bird: human kind 
Cannot bear very much reality. 
Time past and time future 
  
What might have been and what has been 
Point to one end, which is always present. 
II 
Garlic and sapphires in the mud 
Clot the bedded axle-tree. 
The trilling wire in the blood 
Sings below inveterate scars 
Appeasing long forgotten wars. 
The dance along the artery 
The circulation of the lymph 
Are figured in the drift of stars 
Ascend to summer in the tree 
We move above the moving tree 
In light upon the figured leaf 
And hear upon the sodden floor 
Below, the boarhound and the boar 
Pursue their pattern as before 
But reconciled among the stars. 
At the still point of the turning world. Neither flesh nor fleshless; 
Neither from nor towards; at the still point, there the dance is, 
But neither arrest nor movement. And do not call it fixity, 
Where past and future are gathered. Neither movement from nor towards, 
Neither ascent nor decline. Except for the point, the still point, 
There would be no dance, and there is only the dance. 
I can only say, there we have been: but I cannot say where. 
And I cannot say, how long, for that is to place it in time. 
The inner freedom from the practical desire, 
The release from action and suffering, release from the inner 
And the outer compulsion, yet surrounded 
By a grace of sense, a white light still and moving, 
Erhebung without motion, concentration 
Without elimination, both a new world 
And the old made explicit, understood 
In the completion of its partial ecstasy, 
The resolution of its partial horror. 
Yet the enchainment of past and future 
Woven in the weakness of the changing body, 
Protects mankind from heaven and damnation 
Which flesh cannot endure. 
                                                    Time past and time future 
Allow but a little consciousness. 
To be conscious is not to be in time 
But only in time can the moment in the rose-garden, 
The moment in the arbour where the rain beat, 
The moment in the draughty church at smokefall 
Be remembered; involved with past and future. 
Only through time time is conquered. 
  
III 
Here is a place of disaffection 
Time before and time after 
In a dim light: neither daylight 
Investing form with lucid stillness 
Turning shadow into transient beauty 
Wtih slow rotation suggesting permanence 
Nor darkness to purify the soul 
Emptying the sensual with deprivation 
Cleansing affection from the temporal. 
Neither plentitude nor vacancy. Only a flicker 
Over the strained time-ridden faces 
Distracted from distraction by distraction 
Filled with fancies and empty of meaning 
Tumid apathy with no concentration 
Men and bits of paper, whirled by the cold wind 
That blows before and after time, 
Wind in and out of unwholesome lungs 
Time before and time after. 
Eructation of unhealthy souls 
Into the faded air, the torpid 
Driven on the wind that sweeps the gloomy hills of London, 
Hampstead and Clerkenwell, Campden and Putney, 
Highgate, Primrose and Ludgate. Not here 
Not here the darkness, in this twittering world. 
      Descend lower, descend only 
Into the world of perpetual solitude, 
World not world, but that which is not world, 
Internal darkness, deprivation 
And destitution of all property, 
Dessication of the world of sense, 
Evacuation of the world of fancy, 
Inoperancy of the world of spirit; 
This is the one way, and the other 
Is the same, not in movement 
But abstention from movememnt; while the world moves 
In appetency, on its metalled ways 
Of time past and time future. 
IV 
Time and the bell have buried the day, 
the black cloud carries the sun away. 
Will the sunflower turn to us, will the clematis 
Stray down, bend to us; tendril and spray 
Clutch and cling? 
Chill 
Fingers of yew be curled 
  
Down on us? After the kingfisher's wing 
Has answered light to light, and is silent, the light is still 
At the still point of the turning world. 
V 
Words move, music moves 
Only in time; but that which is only living 
Can only die. Words, after speech, reach 
Into the silence. Only by the form, the pattern, 
Can words or music reach 
The stillness, as a Chinese jar still 
Moves perpetually in its stillness. 
Not the stillness of the violin, while the note lasts, 
Not that only, but the co-existence, 
Or say that the end precedes the beginning, 
And the end and the beginning were always there 
Before the beginning and after the end. 
And all is always now. Words strain, 
Crack and sometimes break, under the burden, 
Under the tension, slip, slide, perish, 
Will not stay still. Shrieking voices 
Scolding, mocking, or merely chattering, 
Always assail them. The Word in the desert 
Is most attacked by voices of temptation, 
The crying shadow in the funeral dance, 
The loud lament of the disconsolate chimera. 
The detail of the pattern is movement, 
As in the figure of the ten stairs. 
Desire itself is movement 
Not in itself desirable; 
Love is itself unmoving, 
Only the cause and end of movement, 
Timeless, and undesiring 
Except in the aspect of time 
Caught in the form of limitation 
Between un-being and being. 
Sudden in a shaft of sunlight 
Even while the dust moves 
There rises the hidden laughter 
Of children in the foliage 
Quick now, here, now, always- 
Ridiculous the waste sad time 
Stretching before and after. 
(Eliot, »Complete poems« 171–176) 
  
  
Burbank with a Baedeker:  
Bleistein with a Cigar  
Tra-la-la-la-la-la-laire—nil nisi divinum stabile est; caetera fumus—the gondola stopped, the old 
palace was there, how charming its grey and pink—goats and monkeys, with such hair too!—so 
the countess passed on until she came through the little park, where Niobe presented her with a 
cabinet, and so departed. 
 
Burbank crossed a little bridge 
Descending at a small hotel; 
Princess Volupine arrived, 
They were together, and he fell. 
 
Defunctive music under sea 
Passed seaward with the passing bell 
Slowly: the God Hercules 
Had left him, that had loved him well. 
 
The horses, under the axletree 
Beat up the dawn from Istria 
With even feet. Her shuttered barge 
Burned on the water all the day. 
 
But this or such was Bleistein's way: 
A saggy bending of the knees 
And elbows, with the palms turned out, 
Chicago Semite Viennese. 
 
A lustreless protrusive eye 
Stares from the protozoic slime 
At a perspective of Canaletto. 
The smoky candle end of time 
 
Declines. On the Rialto once. 
The rats are underneath the piles. 
The jew is underneath the lot. 
Money in furs. The boatman smiles, 
 
Princess Volupine extends 
A meagre, blue-nailed, phthisic hand 
To climb the waterstair. Lights, lights, 
She entertains Sir Ferdinand 
 
Klein. Who clipped the lion's wings 
And flea'd his rump and pared his claws? 
Thought Burbank, meditating on 
Time's ruins, and the seven laws. 
(Eliot, »Complete poems« 40–41)  
  
Mr. Eliot's Sunday Morning Service  
Look, look, master, here comes two religious caterpillars. 
                                                         The Jew of Malta. 
Polyphiloprogenitive 
The sapient sutlers of the Lord 
Drift across the window-panes. 
In the beginning was the Word. 
In the beginning was the Word. 
Superfetation of τό ἔν, 
And at the mensual turn of time 
Produced enervate Origen. 
A painter of the Umbrian school 
Designed upon a gesso ground 
The nimbus of the Baptized God. 
The wilderness is cracked and browned 
But through the water pale and thin 
Still shine the unoffending feet 
And there above the painter set 
The Father and the Paraclete. 
. . . . . 
The sable presbyters approach 
The avenue of penitence; 
The young are red and pustular 
Clutching piaculative pence. 
Under the penitential gates 
Sustained by staring Seraphim 
Where the souls of the devout 
Burn invisible and dim. 
Along the garden-wall the bees 
With hairy bellies pass between 
The staminate and pistilate, 
Blest office of the epicene. 
Sweeney shifts from ham to ham 
Stirring the water in his bath. 
The masters of the subtle schools 
Are controversial, polymath. 
(Eliot, »Complete poems« 54–55) 
  
  
PRILOGA B: NOVI PREVODI 
Jutro ob oknu 
V kletnih kuhinjah rožljajo s krožniki za zajtrk  
In ob poteptanih robovih ulic 
Se zavedam vlažnih duš pomočnic, 
Ki obupano poganjajo ob vhodnih vratih.  
Rjavi valovi megle vržejo k meni 
Skremžene obraze z dna ulic 
In iz mimoidoče v blatnih krilih iztrgajo 
Brezciljen nasmeh, ki lebdi v zraku  
In izgine nad višino streh.  
  
  
Teta Helen  
Gospodična Helen Slingsby je bila moja samska teta 
In je živela v majhni hiši blizu elegantnega trga 
Zanjo so vse skupaj skrbeli štirje pomočniki. Torej, 
ko je umrla, je bila v nebesih tišina 
In tišina, ki si jo na koncu njene ulice zaslišal.  
Oknice so bile zaprte in pogrebnik si je noge obrisal – 
Vedel je, da so se take reči zgodile že prej. 
Za pse so lepo poskrbeli vnaprej, 
Ampak kmalu po tem je umrl še papagaj. 
Dresdenska ura je še naprej bila, postavljena na polico, 
In lakaj je sedel za kuhinjsko mizo 
In v naročje vzel drugo pomočnico –  




Gospodična Nancy Ellicott 
Je zakorakala čez griče in jih zlomila, 
Je jahala čez griče in jih zlomila –  
Jalove griče Nove Anglije – 
Jahajoč z lovskimi psi 
Preko kravjih pašnikov. 
Gospodična Nany Ellicott je kadila 
In plesala vse moderne plese; 
In njene tete niso bile čisto prepričane, kaj naj si mislijo o tem, 
Vedele pa so, da je moderno.  
Z zloščenih polic sta nadzorovala 
Matthew in Waldo3, varuha vere, 
Vojska nespremenljivega zakona.4 
  
 
3 Matthew Arnold je bil viktorijanski pesnik in kritik. Njegovi pogledi na religijo, kulturo in izobraževanje so bili v 
tistih časih zelo vplivni, vendar so v dvajsetem stoletju postali zastareli, na kar namigne tudi Eliot v svojem eseju o 
Arnoldu. Ralph Waldo Emerson je bil ameriški pesnik in esejist, ki je bil še posebej vpliven v Novi Angliji (Tearle ni 
str.).  
4 Zadnji verz je Eliot prevzel iz pesmi »Lucifer in Starlight« (»Lucifer v svetlobi zvezd«) viktorijanskega pesnika 
Georgea Mereditha (Tearle ni str.).  
  
Conversation Galante5  
Opazujem: ‘Naša prijateljica luna, kako sentimentalen izraz ima! 
Ali mogoče (fantastično, pošten je treba biti) 
Je to balon Presterja Johna morda 
Ali stara oguljena svetilka, ki visi tam gor 
In pomaga ubogim popotnikom v stisko zaiti.’ 
 Takrat ona: ‘Morate vedno tako skreniti!’ 
In potem jaz: ‘Nekdo na tipkah zloži 
Ta odličen nokturno, s katerim razložimo edino 
Noč in lunine žarke; glasbo, ki si jo vsak prisvoji, 
Da lastno vrzel oblikuje.’ 
 Takrat ona: ‘Se to name navezuje?’ 
 ‘O ne, jaz sem tisti, ki ima v sebi praznino.  
‘Vi, gospa, ste pojava večnega zabavljača, 
Večnega sovražnika, ki absolutnost ubija, 
Ki rahlo naše muhasto razpoloženje obrača! 
S svojim oblastnim in brezbrižnim obnašanjem zatem 
Z zamahom našo noro poetiko spodbija –' 
 In – ‘Smo tako resni potem?’ 
  
 
5 Naslov ostaja enak kot v izvirniku, saj je izraz vzet iz francoščine, razložili pa bi ga lahko z izrazom »dvorjenje«, 
vendar Eliot z naslovom še zaostri ironijo in ciničnost banalnega in praznega pogovora med ljubimcema v pesmi. Kot 
je zapisal Cooper, »pesem smeši situacijo zaprtosti, nerazumevanja in plahosti, ki bo kasneje postala standardna 
podoba v Eliotovi zgodnji poeziji« (Cooper 42).  
  
Burbank6 z vodičem7:  
Bleistein8 s cigaro  
Tra-la-la-la-la-la-laire9 – nil nisi divinum stabile est; caetera fumus10 – gondola11 se je 
ustavila, tam je bila stara palača, kako očarljive njene sive in rožnate barve – koze in opice12 
in to s takimi dlakami! – tako je šla grofica naprej dokler ni prišla skozi majhen park, kjer ji 
je Nioba pokazala predalnik, in tako odšla.   
Burbank je prečkal mostič, 
Ki je vodil do majhnega hotela; 
Podlegel je, bila sta skupaj13, 
Ko je princesa Volupina14 prispela.15 
Pod vodo je pogrebniška glasba16 
Šla v smer morja17, kjer se je zvonec18 izgubil, 
Počasi: Bog Herkul 
Ga je zapustil, ki ga je tako ljubil.  
 
6 Ime se najverjetneje navezuje na Luthera Burbanka (1849 - 1926), ki je gojil rastline in ustvarjal različne hibride ter 
tako vzgojil preko 800 novih rastlinskih vrst. Čeprav so v času njegovega življenja ljudje do njega gojili zelo mešane 
občutke, so njegovi eksperimenti pripomogli k raziskovanju genetike. Burbanka je poleg rastlin zanimal tudi človek, 
zato Jain komentira, da bi Eliotova pesem lahko bila razumljena kot satirična kritika ideje, da lahko biologija in 
evgenika izboljšata življenje človeka (98). 
7 Baedeker je »turistični vodič, ki ga je izdajalo podjetje, ki ga je ustanovil Karl Baedeker (umrl 1859). Ti turistični 
vodiči so znani po svojih jedrnatih zapisih, ki so turistom v nekaj vrsticah ponudili informacije o kulturnih, 
zgodovinskih in geografskih zadevah« (Jain 98).  
8 Nemško-judovsko ime, ki dobesedno pomeni »svinčeni kamen«. Eliot je to ime morda zasledil nad krznarno v  
 Londonu (Jain 98). 
9 Izvorno francosko frazo, ki jo je Eliot prevzel iz Gautierjeve pesmi »Sur les Lagunes« (Williamson 101), sem 
ohranila v francoščini, saj je smiselno izraze, ki so zapisani v tretjem jeziku in potemtakem tuji tudi bralcem izvirne 
pesmi, kot take tudi ohraniti in tako obdržati element potujitve tudi v prevodu.  
10 Moto, zapisan na sveči v Sv. Sebastijanu, ki pomeni »nič razen božanskega ni večno; ostalo je dim« (Williamson 
101).  
11 Gondola je navezava na novelo »The Aspern Papers« Henryja Jamesa (Williamson 101).  
12  Koze in opice so navezava na Shakespearovega Otela in hkrati na Browningovo »Toccata of Galuppi's« 
(Williamson 101). Galuppi je bil beneški skladatelj (Jain 99).  
13 To je variacija verza iz pesmi »Sestre« (»The Sisters«), ki jo je napisal Alfred Tennyson. Izvirni verz se glasi: »They 
were together, and she fell«, pomen pa namiguje na grofovo zapeljevanje mladenke (Jain 100).  
14 Ime namiguje na besedo »voluptuous«, ki pomeni »bujen« ali »bujnih oblin«, in »vulpine«, ki opisuje nekaj, kar 
spominja na lisico (Jain 100). 
15 Southam poudari, da je prva kitica napisana v stilu odrskih napotkov v dramah in tako nadaljuje aluzijo epigrafa 
(66). 
16 Fraza je izposojena iz Shakespearove pesmi »The Phoenix and the Turtle«, ki obžaluje smrt ljubezni in zvestobe 
(Jain 100). 
17 Pogrebna glasba se navezuje na Shakespearovo dramo Antonij in Kleopatra, v kateri Antonijevi vojaki pred bitko 
zaslišijo zvok pogrebne glasbe, v kateri vidijo znak, da je bog Herkul zapustil Antonija in bodo zato doživeli poraz. 
Aluzije Burbankov poraz pri princesi torej prikazujejo s porogljivim tonom (Jain 100). 
18 (angl. passing bell) Zvonec, s katerim zvonijo ob smrti (Southam 67). 
  
Pod osjo19 so konji  
Udarjali, ko se je nad Istro danilo,20 
Z enakomernimi udarci. Njena razbita barka 
Se je cel dan na vodi svetila kot grmada.21  
Ampak ta ali takšna je bila Bleisteinova navada:22 
Dlani obrnjene na zunaj, 
Povešen upogib komolcev in kolen, 
Chicago Semit Dunaj23.  
Motno vsiljivo oko 
Strmi iz protozojske24 sline 
V perspektivo Canaletta25. 
Na nejasni sveči26 mine 
Konec časa. Nekoč na Rialtu.27  
Pod kupi so podgane. 
Žid28 je pod vsem skupaj. 
Denar v kožuhih.29 Čolnarjeve oči so nasmejane, 
Princesa Volupina iztegne 
Tanko, modrikavo, jetično dlan, da 
Se od vode povzpne po stopnicah. Luči, luči,30 
Zabava gospoda Ferdinanda 
 
19 Izraz res dobesedno pomeni os oziroma gred pri kočiji, vendar naj bi se tukaj Eliot navezoval na metaforičen pomen 
neba (Southam 67). 
20 Istra je omenjena, saj leži vzhodno od Benetk, torej nad njo vzhaja sonce. Ti verzi se navezujejo na mitološko 
podobo sonca kot kočije, ki jo vlečejo konji. Ta ista podoba je tudi prikazana na bronastih vratih v Katedrali Sv. Marka 
v Benetkah (Jain 100).  
21 Navezava na opis Kleopatrine barke iz Antonija in Kleopatre. Namen je tudi tokrat posmehljiv (Jain 101).  
22 Verz, prirejen po verzu iz Browningove pesmi »How It Strikes a Contemporary«, ki se glasi: »And this, or something 
like it, was his way«. Moč je začutiti ironični kontrast med subjektom Browningove pesmi, ki je pesnik, in Bleisteinom, 
ki ne poseduje nobenega umetniškega občutka (Jain 101). 
23 Chicago in Dunaj imata veliko judovskega prebivalstva (Jain 101).  
24 Se navezuje na najnižjo in najbolj preprosto obliko živega (Jain 101).  
25 “Antonio Canale (1697 – 1768) je bil slikar, ki je bil znan potem, da je slikal beneške kanale (Jain 101).  
26 Verjetno spet navezava na svečo in napis na njej iz slike Mantege (kot v epigrafu) (Jain 101).  
27 Rialto je beneška zgradba, kjer so potekali trgovski posli. Enako frazo, ali podobno različico, uporablja tudi Shylock 
v Shakespearovem Beneškem trgovcu (Jain 101).  
28  V prevodu sem namenoma uporabila manj primeren izraz »žid«, da sem ohranila Eliotov kritični poudarek. 
Marsikdo je v kasnejšem času Eliotu očital antisemitizem, še posebej, ko se je po drugi svetovni vojni občutljivost do 
vsega antisemitističnega zaostrila. Cooper izpostavlja, da je pri branju zbirke Poems 1920 čutiti širšo antipatijo, ki 
presega antisemitizem in postaja odpor do človeštva na splošno, predvsem na podlagi religioznosti (60).  
29 Ta verz izpostavlja, da so se Judje ukvarjali s krznarskim poslom, ker je bilo v njem veliko zaslužka. Pravzaprav se 
je ime Bleistein pojavilo ravno na krznarski trgovini v Londonu. Prav tako so bile Benetke središče krznarskega posla, 
ki je prihajalo s Črnega morja. Odnos do Judov je v pesmi očitno negativen, še posebej, ko so primerjani s podganami, 
oziroma postavljeni celo podnje (Jain 101-102).  
30 To je vzkliknil Brabantij, ko je ugotovil, da je njegova hči Desdemona pobegnila z Otelom (Jain 102).  
  
Kleina31. Ki je pristrigel levova krila32, 
Mu očistil bolhe iz zadnjega dela in kremplje porezal?  
Je pomislil Burbank, ko se je v mislih 
O ruševinah časa33 in sedmih zakonih34 naprezal.   
 
31 Ime pomeni nemškega juda, ki je uspel v Angliji (Jain 102).  
32 Krilati levi so bili simbol beneške republike (Jain 102).  
33 Navezava na Spenserjevo pesem »The Ruins of Time« in hkrati na Romanje grofiča Harolda. Eliot uporabi 
Byronovo frazo, saj je tudi Byron že obžaloval razpad Benetk (Jain 201).  
34 Sedem zakonov se najverjetneje navezuje na sedem arhitekturnih principov, ki jih je razvil John Ruskin. Ruskin 
poveže zaton beneške umetnosti s kulturnim in moralnim zatonom (Jain 103). Lahko pa, da se je Eliot navezoval tudi 
na ‘sedem zapovedi Noetovih sinov’, ki so nastale iz Talmuda, judovskega civilnega in obrednega zakonika (Southam 
70). 
  
Postano jajce35  
 
En l’an trentiesme de mon aage 
Que toutes mes hontes j’ay beues …36 
Pipit37 je sedela38 stran od mene 
In se v svojem stolu pokončno držala; 
Razgledi Oxfordskih kolegijev39 
So bili na mizi, kjer je pletenina ležala.  
Dagerotipije40 in silhuete, 
Njen dedek in prapratete vmes, 
Na polici nad kaminom je podprto 
Povabilo na ples41. 
. . . . . 
Nič mi ne manjka42 Čast v Nebesih43, 
Saj bom gospoda Philipa Sidneyja44 spoznal 
In govoril s Koriolanom45 
In ostalimi heroji, ki bi jih v isto vrsto dal.46 
Nič mi ne manjka Kapital v Nebesih, 
Saj se bova z gospodom Alfredom Mondom47 srečala. 
Skupaj bova ležala, ovita  
V obveznico, ki se bo po pet odstotkov večala48.  
 
35 »Cooking egg« je jajce, ki ni več sveže in je zato primerno samo še za kuho (Jain 106). 
36 »V tridesetem letu mojega življenja, / Ko sem spil vso svojo sramoto«. To so uvodne vrstice v Veliki testament 
francoskega pesnika Villona. Subjekt razmišlja o svojih grehih, da se pripravi na posmrtno življenje. Ko je napisal to 
pesem, je bil Eliot star skoraj trideset let (Southam 75). 
37 Morda ljubkovalen nadimek ali navezava na neznano šalo o jajcih. Pipi je grška beseda, ki nepravilno interpretira 
hebrejsko besedo Yahweh, ki je bila beseda moči in je, če so jo napisali na lupino trdo kuhanega jajca, bojda srce 
odprla modrosti (Southam 75). 
38 Eliot uporabi arhaično varianto preteklika »sate«, ki ima posmehujoč prizvok (Southam 76). 
39 Views of Oxford Colleges je bila najverjetneje zbirka slik različnih kolegijev Oxfordske univerze (Southam 76). 
40 Zgodnje fotografije, ki so se uporabljale med 1840 in 1860 (Southam 76). 
41 Najverjetneje note s tem imenom. Obstajalo je več skladb s tem naslovom, najbolj znano je napisal Weber (Southam 
76). 
42 »Nič mi ne manjka« (angl. »I shall not want«) je fraza iz 23. Psalma (Harding 59). Pri prevodu sem uporabila 
formulacijo, kot jo najdemo v Slovenskem standardnem prevodu Svetega pisma. 
43  Opis dejavnosti v nebesih je satira na ljubezensko pesem »The Blessed Damozel« avtorja Danteja Gabriela 
Rossettija (Southam 76). 
44 Philip Sidney je bil kot kavalir, politik, pesnik in vojak vzor ‘Časti’ v elizabetinskem času. Obstaja zgodba, da naj 
bi ranjeni Sidney zavrnil požirek vode in ga ponudil drugemu ranjencu (Southam 77). 
45 Rimskega poveljnika Koriolana Shakespeare predstavi kot sebičnega, uničujočega voditelja (Southam 77). 
46 Izrazi »čast«, »Sidney« in »heroes of that kidney« se navezujejo na verz Thomasa Hooda iz »A Lament for the 
Decline of Chivalry«, kjer zapiše »Bold Sidney, and his kidney« (Southam 76). 
47 Alfred Mond je bil industrialni kapitalist in ustanovitelj podjetja Imperial Chemical Industries (Southam 77). 
48 Finančne obveznice, ki jih je izdajala Britanska vlada in so imele pet odstotno obrestno mero (Southam 77). 
  
Nič mi ne manjka Družba49 v Nebesih, 
Lukrecija Borgia50 bo moja Nevesta postala; 
Njene anekdote bodo bolj zabavne 
Kot če bi Pipit iz izkušenj pripovedovala. 
Nič mi ne manjka Pipit v Nebesih: 
Gospa Blavatsky51 me bo učila 
Sedem svetih transov52; 
Piccarda de Donati53 me bo vodila. 
. . . . . 
Ampak kje je54 svet drobiža55, ki sem ga kupil, 
Da bi ga s Pipit za zaslonom56 užila? 
Rdečeoki mrhovinarji se plazijo 
Iz Kentish Towna in Golder’s Greena57. 
Orli58 in trobente – kje so? 
Zakopani nekje pod snežnimi Alpami. 
Nad maslenimi kolači in pecivom jočejo, 
Jočejo v obilici59 
Se povesijo v stotih A.B.C.-jih60.  
 
49 Ne samo družba, temveč dobra skupnost (Southam 77). 
50 Je bila članica razvpite italijanske družine Borgia. Bila je vojvodinja Ferrare, hči kardinala Rodriga Borgie, ki je 
kasneje postal papež Aleksander VI, šestkrat se je zaročila in štirikrat poročila ter imela povezave z najbolj vplivnimi 
italijanskimi družinami (Southam 77). Obtoževali so jo, da je bila del številnih zločinov, ki sta jih zagrešila njen oče 
in brat (Jain 108). 
51 Helen Petrovna Blavatsky je bila v Angliji in Ameriki dobro poznana ruska spiritistka in teozofka (Southam 77). 
52 Sedem svetih transov je del doktrine teozofije, ki je poznana samo izbrancem. Število sedem je povezano s sedmimi 
ravnemi teozofske resničnosti, ki je ni mogoče v celoti spoznati na zemeljski ravni obstoja, ampak šele v nebesih 
(Southam 77). 
53 Nuna, ki je prelomila svojo zaobljubo. Dante jo sreča na najnižji ravni nebes, kjer mu obrazloži pomen božje volje 
(Southam 77), ko mu reče »v njegovi volji pókoj naš domuje« (citat je Capudrov prevod 85. verza tretjega speva Raja 
(Alighieri 448)) (Jain 108). Nasprotje med gospo Blavatsky in Piccardo de Donati je tukaj očitno in spodkopava 
resnost subjekta. Morda je to celo prikrita aluzija na okultne konotacije besede »pipit« (glej opombo 27) (Jain 108). 
54 Navezava na klasično sredstvo, ki se je uporabljalo v poeziji v latinščini, kjer je izraz »ubi sunt« (»kje so«) pogosto 
signaliziral obžalujoče spominjanje. Enako sredstvo uporabi tudi Villon v Le Grand Testament (Southam 78). 
55 (angl. »penny world«) izraz, ki so ga uporabljali slaščičarji in peki za različne vrste tort in slaščic. Eliot izraz tu 
morda uporablja tako dobesedno kot tudi v njenem širšem metaforičnem pomenu (Southam 78). 
56 »V nekaterih gospodinjstvih (še posebej v devetnajstem stoletju) je bilo tipično, da so otroci nekatere svoje obroke 
jedli z ostalimi člani družine, ampak za svojo lastno mizo, ki je bila od odraslih ločena z zaslonom. Eliot se morda 
navezuje na to navado prej kot na kakšno skrivnostno uživanje hrane« (Southam 78). 
57 Severni predmestji Londona. V Gordon’s Greenu je živelo veliko judov (Southam 78). 
58 Orli so bili simbol Rimskega cesarstva in njegove vojske, zato se ti verzi verjetno navezujejo na rimsko četo, ki se 
je izgubila, ko je prečkala italijanske Alpe (Southam 78). 
59 »Weeping, weeping« in »multitude« je nekaj, kar William Blake uporablja v svoji poeziji. Eliot želi z referencami 
najverjetneje evocirati pesem »London« iz Songs of Experience (Southam 78). 
60 To so bile podružnične čajnice podjetja Aerated Bread Company, ki so služile kot poceni restavracije (Southam 78). 
  
Nedeljska maša g. Eliota 
Poglejte, poglejte, gospodar, dve pobožni gosenici prihajata.61  
      Malteški Žid. 
Polifiloplodni62  
Modri marketendarji63 Gospoda kakor čreda 
Drsijo mimo oken. 
V začetku je bila Beseda.64 
V začetku je bila Beseda. 
Preoploditev65 τό ἔν66 
In v mesečnem67 obračanju časa 
Spočel izčrpan Origen68.  
Slikar umbrijske šole69 je 
Na mavčni podlagi70 oživel 
Svetniški sij krščenega Boga. 
Divji svet71 je razpokan in porjavel 
Ampak skozi bledo tanko vodo72 
Se nepohujšljivi nogi bleščita 
 
61 Iz Malteškega Žida Christopherja Marlowa. To reče služabnik Ithamore svojemu judovskemu gospodarju, ko vidi 
dva meniha, ki izkoriščata vernike, da si nabereta denar (Southam 85).  
62 »Polyphiloprogenitive« je beseda, ki jo je Eliot izumil in pomeni, da se marketendarji močno razmnožujejo. Beseda 
»philoprogenitive« se sicer pojavi tudi v A New Life of Jesus avtorja Friedricha Straussa. Postopek uporabe ene same 
besede za cel verz je Eliot verjetno prevzel po Laforgueu tudi z namenom, da bi »ilustriral vrednost presenečenja, ki  
je bistveno v poeziji« (Southam 85). »Philoprogenitive« pomeni »rodoviten«, »nekdo, ki ima rad svoje potomce«, z 
dodatkom »poli« pa Eliot ta učinek rodovitnosti še zaostri (Jain 116).  
63 Kot pravi SSKJ je »marketendar« tisti, »kdor vodi potujočo vojaško kantino v sklopu prateža« (»marketendar« ni 
str.). V pesmi beseda po eni strani označuje čebele, ki letijo mimo cerkvenega okna in zbirajo cvetni prah, s čimer se 
Eliot naveže na prvi verz in plodnost. Po drugi strani pa se navezuje tudi na krščanske učenjake, ki jih omeni v zadnji 
kitici in razmnožujejo argumente in komentarje o Svetem pismu (Southam 85). 
64 Se navezuje na Evangelij po Janezu: »V začetku je bila Beseda in Beseda je bila pri Bogu in Beseda je bila Bog«. 
65 »Preoploditev« oziroma »superfetacija« (Slovenski medicinski slovar dovoljuje oba izraza) je biološki izraz, ki 
pomeni oploditev še enega jajčeca iz naslednje ovulacije, kar pomeni, da se ta pojav pojavlja predvsem pri živalih 
(»superfetacija« ni str.).  
66 Izraz se prebere »to hen« in pomeni »Eno« (angl. »the One«) (Southam 86). V slovenščino se največkrat prevaja 
kot »bit« ali »bivajoče« (Novak, Osebni intervju). 
67 Southam izpostavi, da je možno, da je izraz »mensual« Eliotova napaka, saj ga ni moč najti v angleških slovarjih. 
Eliot je imel morda v mislih izraz »menstrualen« (angl. »menstrual«) (Southam 86).  
68 Origen je živel med leti 185 in 254, bil je prvi zgodnji krščanski teološki učenjak. Napisal naj bi okoli 6000 knjig 
in ogromno komentarjev na Sveto pismo (Southam 86).  
69 Slikarska šola iz petnajstega stoletja, vezana na italijansko pokrajino Umbrijo (Southam 87).  
70 »Gesso« je bila mavčna površina za stenske poslikave (Southam 87).  
71 Janez Krstnik je pridigal v divjini Judeje (Jain 118). 
72 Eliot opisuje sliko Kristusovega krsta. Na številnih ilustracijah prizora Kristus stoji v plitvem zalivu, Janez Krstnik 
pa ga preko glave poliva z vodo. Nad Kristusom je v obliki golobice prikazan Sveti duh, Bog pa opazuje skozi oblake 
(Southam 86–87).  
  
In tam nad slikarskim setom 
Oče in Tolažnik73 stojita. 
 . . . .  .74 
Črni prezbitri75 se približujejo 
Aveniji pokore;  
Mladi so rdeči in mozoljavi 
Grabijo pokorniške bore76.77 
Pod vrati kesanja ki jih 
Podpirajo Serafi78, njihove oči previdne 
Kjer duše vdanih  
Gorijo meglene in nevidne79.80 
Ob vrtni ograji čebele 
S kosmatimi trebuhi letijo razposajene 
Med prašniki in pestiči81, 
Afroditske dolžnosti blagoslovljene.82  
Sweeney prestavlja svojo zadnjico83 
Ki je v kadi vodo premešala. 
Mojstri finih šol 
So prepirljivi, vseznala.84  
  
 
73 (angl. »Paraclete«) dobesedno pomeni tolažnika ali pomočnika, hkrati pa tudi Svetega duha (Southam 87).  
74 Williamson pravi, da prelom v pesmi ločuje Cerkev od njene »službe«, sedanjost od preteklosti (94). 
75 Prezbitri so stari duhovniki ali starešine. Eden takih je bil tudi Origen. Ko jih opisuje, Eliot uporabi izraz »sable«, 
ki pomeni črnino, na primer v primeru žalovanja, saj prezbitri nosijo črne duhovniške halje (Southam 87).  
76 Eliot uporabi izraz »piaculative pence«, ki pomeni denar, ki ga zberejo mlajši farani, da bi jim bili odpuščeni grehi. 
Pridevnik »piaculative« je Eliot priredil, angleščina pozna izraz »piaculary« (Southam 87).  
77 Eliot se tu verjetno navezuje na pesem Tristana Crobièrja z naslovom »La Rapsode Foraine et Le Perdon de Sainte-
Anne« (Southam 87).  
78 V krščanstvu najvišji, deveti red angelov (Jain 118). 
79 Eliot se navezuje na verze iz pesmi »The Night« Henryja Vaughana (Southam 87).  
80 Najverjetneje še ena navezava na sliko, ki prikazuje vhod v vice, kjer se morajo duše očistiti, preden vstopijo v 
nebesa (Southam 87).  
81 Verz, povzet iz Lafrogueove »Balade« (Southam 87).  
82 Eliot čebele pokaže kot posrednike, saj med moškimi in ženskimi deli rastlin prenašajo cvetni prah in so tako v stiku 
z obema spoloma (od tukaj torej povezava z afroditom oziroma dvospolnikom, v angl. »epicene«) (Southam 87), pa 
tudi zato ker so čebele delavke nedoločljivega spola, saj njihovi razmnoževalni organi niso popolnoma razviti (Jain 
119). Podoben posrednik je bil tudi Origen, ki je predajal božjo besedo in tako spodbudil razmnoževanje polemik 
(Southam 87). Torej tako Origen (ki je bil evnuh) kot čebele so sami neplodni, vendar s svojim posredovanjem 
pripomorejo k razmnoževanju (v Origenovem primeru je to razmnoževanje besede) (Jain 119). 
83 (angl. »ham«) je zadnji del stegen in zadnjice. Največkrat se je izraz uporabljal za opis čepeče pozicije živali ali 
domorodcev (Southam 87). 
84 Sweeneyjevo premikanje v kopeli je parodija na učenjake, ki se v svojih debatah premikajo od ene subtilnosti do 
druge (Southam 87). Sweeney kot naravni človek predstavlja nasprotje Origenu. Prav tako je prizor Sweeneyja v kadi 
nekakšen anti-prizor Kristusovemu krstu, saj se Sweeney ne zaveda kakršne koli duševne razsežnosti svojega početja 
(Jain 119).  
  
Animula85 
‘Izvira iz roke Boga, preprosta duša’86 
V raven svet spreminjajočih se luči in hrupa, 
V svetlobo, temo, suho ali vlažno, hladno ali toplo; 
Premikajoča se med nogami miz in stolov,  
Se dviga ali pada, sega po poljubih in igračah,  
Drzno napreduje, hitro se prestraši,  
Zateče v kot roke ali kolena, 
Željna tolažbe, uživa  
V dišečem sijaju božičnega drevesa,  
Uživa v vetru, svetlobi sonca in v morju;  
Preučuje na tleh s soncem obsijan vzorec 
In preganja jelene okoli srebrnega pladnja; 
Pomeša dejansko in sanjavo, 
Zadovoljna z igranjem kart in kraljev in kraljic,  
S tem, kar storijo vile in kar rečejo služabniki.  
Težko breme rastoče duše,  
Bega in žali vedno bolj, z dneva v dan,  
S tedna v teden, bega in žali vedno bolj 
Z imperativi o ‘zdeti se in biti’87  
In smeti in ne smeti, poželenju in oblasti. 
Bolečina življenja in omama sanj  
Malo dušo zvijeta v klobčič na sedež ob oknu 
Za Enciklopedijo Britannico. 
Izvira iz roke časa preprosta duša, 
Negotova in sebična, izmaličena, hroma, 
Nesposobna napredovati ali se umakniti,  
Se boji tople resničnosti, ponujene dobrine, 
Zanika trdovratnost krvi, 
 
85 Naslov v latinščini pomeni »majhna duša«. Southam izpostavi, da se je Eliot najverjetneje navezoval na pesem 
rimskega cesarja Hadrijana svoji duši, v kateri v prvem verzu zapiše »animula vagula blandula« (»majhna duša - 
stran bežeča in očarljiva«) (187). 
86 Verz je Eliot prevzel po Danteju, ki v Božanski komediji, točneje v Vicah, piše o izvoru človeške duše in disciplini, 
ki jo duša nujno potrebuje (Southam 187):  
Iz rok, ki jele so jo ljubkovati,  
še preden je bila, kot punčka mala,  
ki se igra, smejé in v joku hkrati,  
rodi se duša, ne da bi zaznala  
kaj drugega, kot da je sad veselja  
in tja želi, kjer bi se radovala.   
(Alighieri 316) 
87 Koncept »biti in zdeti se« je Eliot prevzel po filozofu F. H. Bradleyju, ki pravi, da obstaja razlika med videzi (»seem« 
– »zdeti se«) in resničnostjo (»be« - »biti«). Resničnost naj bi bila zavedanje prepada med dejanskim in idealnim, s 
čimer izpostavi pomembnost dolžnosti in etičnih vrednot oziroma imperativov, torej tistega, kar nas primora, da se 
vedemo moralno (Southam 187–88).  
  
Senca svojih lastnih senc, prikazen v svojem mraku, 
Zapusti neurejene papirje v prašni sobi; 
Živi najprej v tišini po poslednjem zakramentu88. 
Moli za Guiterrieza, željnega hitrosti in moči, 
Za Boudina89, razstreljenega na koščke,  
Za tega, ki je obogatel,  
In tistega, ki je šel svojo pot.  
Moli za Floreta90, ki ga je med tisami zaklal lovski pes91, 
Moli za nas zdaj in ob naši rojstni uri.92 
  
 
88 Izraz »viaticum« v izvirniku pomeni poslednji zakrament, ki ga prejme umirajoči, izhaja pa iz latinskega izraza za 
popotnico oziroma denar za na pot (Southam 188).  
89 Kot je obrazložil Eliot sam, naj bi imeni Guiterriez in Boudin »predstavljali različna tipa kariere, uspešnega človeka 
dobe mehanizma in nekoga, ki je bil ubit v zadnji [prvi svetovni] vojni« (Southam 188). 
90 Eliot naj bi za ime Floret dejal, da je tako zelo namišljeno, da se ga pravzaprav ne da identificirati, hkrati pa je dodal, 
da bi ime lahko pri komu vzbudilo »nekatere folklorne spomine«. Southam dodaja, da je možno, da je imel Eliot v 
mislih dva lika iz Grške mitologije. Kot prvega omeni Actaeona, lovca, ki so ga raztrgali njegovi lastni psi, kot drugega 
pa Adonica, mladeniča, ki ga je ubil divji merjasec (188).  
91 V izvnirniku »boarhound« pomeni pasmo velikega psa, s katerimi so lovili divje svinje (»boarhound« ni str.).  
92 Verz je izpeljan iz molitve »Zdrava Marija«, vendar Eliot zamenja besedo smrt (»death«) z besedo rojstvo (»birth«) 
(Southam 188).  
  
Gojenje božičnih dreves 
Obstaja več odnosov do božiča, 
Tudi nekateri, ki jih lahko zanemarimo:  
Družabni, lenoben, očitno potrošniški, 
Neotesan (pivnice odprte do polnoči) 
In otročji – ki ne pripada otroku, 
Ki misli, da je sveča zvezda in pozlačeni angel, 
Ki širi svoja krila na vrhu drevesa, 
Ne samo okras, temveč angel. 
Otrok se čudi nad božičnim Drevesom: 
Naj nadaljuje v duhu čudes 
Ob Gostiji kot dogodku, ki ni sprejet kot pretveza; 
Da lesketajoča zamaknjenost, osuplost 
Prvega božičnega Drevesa, 
Da presenečenja, radost novih imetij 
(Vsako s svojim nenavadnim in razburljivim vonjem), 
Pričakovanje gosi ali purana 
In pričakovano čudenje njegove pojavitve, 
Da čaščenje in radost 
Ne bodo pozabljeni v kasnejših izkušnjah,  
V naveličani ustaljenosti, izčrpanosti, dolgočasnosti, 
Poznavanju smrti, zavedanju poraza 
Ali v pobožnosti spreobrnjenca, 
Ki je lahko omadeževana z domišljavostjo, 
Ki ujezi Boga in ne spoštuje otrok 
(In tu se spominjam prav tako hvaležno 
Sv. Lucije, njene pesmi in njene krone iz ognja):  
Da se pred koncem, osemdesetim božičem 
(‘Osemdeseti’ pomeni, katerikoli je pač zadnji) 
Nakopičeni spomini vsakoletnih čustev 
Lahko zberejo v veliko veselje, 
Ki bo tudi velik strah, kot ob priložnosti, 
Ko je strah zajel vsako dušo: 
Kajti začetek nas bo opominjal na konec 
In prvi prihod na drugi prihod.   
  
Koriolan 
i. Zmagoslavni pohod 
 
Kamen, bron, kamen, jeklo, kamen, hrastovo listje, konjska kopita 
Preko tlaka.  
In zastave. In trobente. In toliko orlov.  
Koliko? Preštej jih. In takšna gruča ljudi.  
Tisti dan smo komaj da poznali sebe, ali poznali Mesto.  
To je pot k templju in mi smo množica, ki dere tja.  
Toliko jih čaka, koliko jih čaka? je bilo sploh važno, na tak dan?  
Ali prihajajo? Ne, ne še. Lahko vidiš nekaj orlov. In slišiš trobente.  
Že prihajajo. Ali prihaja on? 
Naravno čuječe življenje našega Ega je zaznava.  
Čakamo lahko s svojimi stolčki in svojimi klobasami.  
Kaj pride najprej? Lahko vidiš? Povej nam. To je  
 5.800.000 pušk in karabink,  
 102.000 mitraljezov, 
 28.000 možnarjev93, 
 53.000 topičev in topov, 
Ne znam povedati koliko izstrelkov, min in detonatorjev, 
 13.000 letal, 
 24.000 letalskih strojev,  
 50.000 vozov s strelivom, 
zdaj  55.000 vojnih vozov, 
 11.000 poljskih kuhinj94,  
 1.150 vojaških pekarn.  
Koliko časa je to trajalo. Bo zdaj on? Ne, 
Tisti so iz golf kluba Kapitani, ti so Skavti, 
In zdaj societé gymnastique de Poissy 
In zdaj prihajajo Župan in uniformisti. Poglejte 
Tam je zdaj, poglejte:  
Nobenega zasliševanja ni v njegovih očeh 
Ali dlaneh, tih nad vratom konja, 
In oči pozorne, čakajo, zapažajo, brezbrižne. 
O skrit pod krilom golobice, skrit v prsih želve,  
Pod palmovim drevesom opoldne, pod tekočo vodo 
Na negibni točki vrtečega sveta. O skrit. 
 
93»Trench mortar« je orožje, s kratko cevjo, ki pod visokimi koti meče bombe (»mortar« ni str.). V slovenščini 
poznamo poimenovanje »možnar« ali »minomet« (»možnar« ni str.). Uporabila sem prvi izraz, ker naj bi poimenoval 
starejšo obliko orožja.  
94Izraz »field kitchen« slovar Termania prevede kot »poljska kuhinja« (»field kitchen« ni str.), ki ga lahko zasledimo 
v slovenski literaturi, med tem ko izraza »field bakery« nisem našla v slovarjih ali drugi literaturi, zato sem ga prevedla 
opisno, da bralcu omogočim čim lažje razumevanje.  
  
Zdaj gredo gor k templju. Potem žrtvovanje.  
Zdaj prihajajo device, nosijo žare, žare, ki vsebujejo 
Prah 
Prah 
Prah prahu, in zdaj 
Kamen, bron, kamen, jeklo, kamen, hrastovo listje, konjska kopita 
Preko tlaka.  
To je vse, kar smo lahko videli. Ampak koliko orlov! in koliko trobent! 
(In velikonočni dan, nismo prišli do dežele, 
Zato smo vzeli mladega Cyrila v cerkev. In so pozvonili z zvoncem 
In on je kar naglas rekel, mrhe95.) 
    Ne vrzi stran tiste klobase, 




Et les soldats faisaient la haie? ILS LA FAISAIENT.  
 
ii. Težave državnika 
JOJ kaj naj zakličem? 
Vse meso je trava: obsega  
Spremljevalce Kopeli, Viteze Britanskega imperija, Cavalierje, 
O Cavalierji! Legije časti,  
Redu Črnega orla (1. in 2. razreda) 
In redu Vzhajajočega sonca.  
Joj joj kaj naj zakličem? 
Najprej je treba ustanoviti odbore. 
Kaj naj zakličem?  
Arthur Edward Cyril Parker je določen za telefonskega operaterja 
S plačo enega funta na teden in letnimi povišicami petih šilingov 
Do dveh dolarjev deset na teden; z dodatkom tridesetih šilingov ob božiču 
In tednom dopusta na leto.  
Odbor je bil določen, da nominira odbor inženirjev, 
Ki bodo pretehtali Vodno zalogo. 
Odbor je določen 
Za Javna dela, predvsem za vprašanje o obnovi utrdb.  
Odbor je določen,  
Da se posvetuje z volscijskim odborom 
O večnem miru: izdelovalci puščic in izdelovalci kopij in kovači 
So določili skupni odbor v protest proti zmanjševanju ukazov.  
Med tem stražarji mečejo kocke na pohodih  
 
95 Slovar Cambridge navaja, da izraz »crumpet«, ki sicer poimenuje vrsto peciva, v slengu žaljivo označuje osebe, 
največkrat ženske, ki so spolno privlačne (»crumpet« ni str.).  
  
In žabe (O Mantuan) regljajo v močvirjih.  
Kresnice sijejo ob medlemu bliskanju 
Kaj naj zakličem? 
Mati mati  
Tukaj je vrsta družinskih portretov, obledelih doprsnih kipov, vsi so videti izjemno rimski, 
Izjemno podobni drug drugemu, zapovrstjo osvetljeni s plamenom 
Potnega baklonosca, ki zeha.  
O skrit pod … Skrit pod … Kjer je noga golobice počivala in se zataknila za trenutek, 
Negiben trenutek, opoldanski počitek, postavljena pod zgornjimi vejami najširšega 
 opoldanskega drevesa 
Pod naprsnim perjem, ki se premika v majhnem vetru po poldnevu 
Tam ciklama razprostira svoja krila, tam se srobot poveša nad podbojem 
O mati (ne med temi doprsnimi kipi, vsemi pravilno vgraviranimi) 
Jaz utrujena glava med temi glavami 
Vratovi močni, da jih nosijo 
Nosovi močni, da prestrežejo veter  
Mati 
Naj ne bomo nekaj časa, skoraj sedaj, skupaj, 
Če se zdaj držimo 
zakolov96, žrtvovanj, darovanj97, prosjačenj98 
Naj ne bomo 
O skriti 
Skriti v mirnosti poldneva, v tihi noči regljanja. 
Pridi z zamahom kril majhnega netopirja, z majhnim sijajem kresnice ali svetlečega hrošča99, 
‘Se dvigajo in spuščajo, pokrite s prahom’, majhna bitja,  
Majhna bitja šibko čvrčijo skozi prah, skozi noč. 
O mati 
Kaj naj zakličem?  
Zahtevamo odbor, predstavniški odbor, preiskovalni odbor 
ODSTOPI ODSTOPI ODSTOPI 
 
 
96 Eliot uporabi izraz »mactation«, ki pomeni obredni zakol žrtve (»mactation« ni str.).  
97 Eliot uporabi izraz »oblation«, ki pomeni ali formalno stvar, ki je ponujena kot obredni dar, ali pa označuje 
specifični obred darovanja kruha in vina, ki ga poznamo v krščanski tradiciji (»oblation« ni str.).  
98 Eliot uporabi redek izraz »impetration«, ki v teologiji pomeni vneto prositi za nekaj (»impetration« ni str.).  
99 Eliot na tem mestu uporabi dva izraza, »firefly« in »lightning bug«, ki se v slovenščino oba prevajata kot »kresnica«. 
Ker sta izraza v angleščini sopomenki, sem mnenja, da je Eliot s ponovitvijo izraza podobo kresnice želel poudariti, 
zato sem se odločila, da drugi izraz prevedem opisno in tako ohranim pomensko ponovitev.  
  
 
Oči ki sem nazadnje videl jih v solzah100 
Oči ki sem nazadnje videl jih v solzah 
Skozi delitev 
Tukaj v sanjskem kraljestvu smrti101 
Se spet pojavi zlati privid 
Vidim oči ampak ne solz 
To je moja beda.  
To je moja beda 
Oči ki jih ne bom več videl 
Oči v njih odločitev 
Oči ki jih ne bom videl razen 
Na pragu drugega kraljestva smrti102  
Kjer, kot v tem,103 
Oči preživijo za kratek hip 
Za kratek hip preživijo solze104 




100 V pesmi se sicer pojavita dve rimi (»tears« - »reappears« v četrtem in petem verzu ter »division« - »decision« - 
»derision« v drugem, devetem in petnajstem verzu), vendar menim, da je zaradi razpršenosti rime, bolj kot rima sama, 
ponavljanje tista figura, ki ritmično močneje učinkuje na bralca. Iz tega razloga sem sprejela prevajalsko odločitev, 
da raje ohranim ponavljanje (npr. besede »solza«, »beda« in »smrt«), četudi v različnih sklonih, saj menim, da prevod 
tako zazveni bližje izvirniku. Rimo sem ohranila samo tam, kjer je tudi v slovenščini funkcionirala naravno (npr. 
»delitev« - »odločitev«). 
101 Eliotovo frazo »death's dream kingdom«, ki jo je pogosto uporabljal v različnih pesmih (npr. »Veter se je dvignil 
ob četrti uri«), je Taufer prevedel kot »sanjsko kraljestvo smrti«, kar se mi osebno zdi zelo ustrezen prevod, zato sem 
se sama odločila za enako rešitev, hkrati pa tako ohranimo tudi doslednost pri prevodu.  
102 Tudi tukaj sem za izraz »death's other kingdom« uporabila enak prevod kot ga je pred mano Taufer.  
103 Ta verz je edino mesto, kjer Eliot v izvirniku uporabi vejici, zato sem se odločila, da ostanem zvesta njegovemu 
zgledu, drugje pa sem, kot v originalu, vejice izpuščala, da sem ohranila ritem izvirnika, ki je zaradi pomanjkanja ločil 
občutno hitrejši in bolj tekoč. Na enak način, torej upoštevajoč predvsem ritem izvirnika, sem ločila prilagajala tudi v 
ostalih prevodih. 
104 Eliot v izvirniku prvi, peti in štirinajsti verz zaključi z besedo »tears«. To ponavljanje je bilo v prevodu nemogoče 
ohraniti, saj slovenščina zahteva sklanjanje samostalnikov.  
  
Veter se je dvignil ob četrti uri 
Veter se je dvignil ob četrti uri  
Veter se je dvignil in zlomil zvonce 
Ki se zibajo med življenjem in smrtjo 
Tukaj, v sanjskem kraljestvu smrti 
Prebujajoč odmev zapletenega spora 
So to sanje ali nekaj drugega 
Ko je površje počrnjene reke  
Obraz ki se poti s solzami? 
Videl sem onkraj počrnjene reke 
Taborni ogenj ki trese tuja kopja. 
Tukaj, onkraj druge reke smrti 




i. Verzi perzijski mački  
Ptice pevke se spustijo z zraka, volja 
Jih vodi na trg Russell in zelena polja.  
Pod drevesi ni miru 
Za slaboumne, ostra hrepenenja 
In hitre oči kosmate gosenice105. 
Osvoboditev je samo v grehu.  
O kdaj se bo ustavilo škripajoče srce?  
Kdaj se bo vdal polomljen stol?  
Zakaj se bo poletni dan zavlekel? 
Kdaj bo Čas odtekel? 
ii. Verzi Yorkshirskemu terierju  
Na rjavem polju je stalo drevo 
In bilo je skrivljeno in suho.  
Na črnem nebu so iz zelenega oblaka naravne sile 
Glasno zatulile,  
Vpile, ropotale, mrmrale neprestano.  
Mali pes je bil na varnem in na toplem, 
Skrit pod puhasto blazino106 krmežljavo, 
Ampak polje je bilo razpokano in rjavo 
In drevo je bilo stisnjeno in suho.  
Pramezanarski psi in mačke morajo vsi 
Želatinske mačke107 in psi morajo vsi 
Kot pogrebniki, poginiti108.  
 
105 V izvirniku uporabljen izraz »woolly bear« označuje posebno vrsto velike kosmate gosenice vešče (»woolly bear« 
ni str.). 
106 Eliot uporabi izraz »cretonne«, ki pomeni močno bombažno ali laneno tkanino, ki se jo je uporabljalo predvsem za 
izdelavo zaves in kot prevleke za oblazinjeno pohištvo (»cretonne« ni str.). Ker nisem našla ustreznejšega izraza, sem 
se odločila za preprostejšo besedo »blazina«. 
107 Besedi »pollicle« in »jellicle« sta Eliotovi skovanki, ki ju je kasneje uporabil v zbirki Old Possum’s Book of 
Practical Cats, ki je kasneje služila kot podlaga za muzikal Mačke. Omenjeno zbirko je leta 2010 prevedel Milan 
Dekleva, v njej pa je za zgornja izraza skoval besedi »parmezanarji« in »želatinke« (Eliot, Mačke 28–41). Ker menim, 
da Deklevina izraza dobro ujameta igrivost in zvočni učinek izvirnih besed, sem se odločila, da si v tem primeru 
izposodim njegovo domiselno in kreativno rešitev. 
108 Ta del pesmi je povzet po Shakespearovi tragikomediji Cimbolin: 
Fear no more the heat o’the sun, 
Nor the furious winter’s rages; 
Thou thy worldly task hast done, 
Home art gone, and ta’en thy wages: 
Golden lads and girls all must, 
As chimney-sweepers, come to dust.  
(Shakespeare 1088) 
  
Tukaj mali pes počakam 
In dvignem sprednje tace109,  
Počakam in spim neprestano.  
iii. Verzi raci v parku  
Preko jezera dolgi žarki trepetajo110, 
Sile jutra drgetajo, 
Zarja je nagnjena čez jaso, 
Tukaj ni pupka ali smrtonosne kače, 
Ampak samo počasna raca in racak.  
Videl sem jutranjo sinjino,  
Užil sem Kruh in pil Vino, 
Naj pernati smrtniki vzamejo vsak 
Tisto, kar je dolg njihove smrti, 
Pozobati drobtino kruha in prsta tudi, 
Kar se lažje dobi kot zvijajočega črva; 
Kajti jaz vem in bi moral še ti, 
Da bo izpraševalni črv kmalu preizkušal 
Našo dobro ohranjeno samozadovoljnost.  
iv. Verzi gospodu Ralphu Hodgsonu  
Kako prijetno je spoznati g. Hodgsona! 
(Vsi bi ga radi poznali) 
Z njegovim glasom kot svila 
In Lovskim psom iz Baskervilla111, 
Ki ti, takoj ko se gospodarjev ukaz zgodi, 
Vse hitreje in hitreje sledi 
In raztrga ude. 
Kako prijetno je spoznati g. Hodgsona! 
Ki ga vsaka natakarica obožuje 
(Zanje je človek elite) 
Ko njegovo nebo osvežuje 
Sok kosmuljine pite. 
 
Ker mi rime »must« - »dust« ni uspelo ohraniti, sem jo nadomestila z asonanco »vsi« - »poginiti«, za katero se mi zdi, 
da uspešno ohrani zvočni učinek originala.  
109 Eliot v izvirniku ustvari rimo iz besed »pause« - »paws«, ki sta v angleščini popolna homonima, kar pomeni, da se 
izgovorita popolnoma enako. Tovrstno besedno igro je v prevodu seveda nemogoče ohraniti. 
110 V tej pesmi Eliot uporabi postopek, ki sicer ni najbolj tipičen za angleško poezijo. V izvirniku rima namreč kar pet 
verzov (prvega, drugega, četrtega, petega in osmega), kar je nekoliko nenavadno za jezik, ki ima omejeno število 
čistih rim in zato težko prenese več kot dve zaporedni rimi (Novak, Salto I 113). Eliot pogostokrat rima tudi tri, štiri 
ali, kot vidimo tu, celo pet verzov, tega postopka pa se posluži še posebej, ko želi ohraniti igrivost ali posredovati 
posmehljivost sporočila. Pri prevajanju pa je seveda neizmerno težko ohraniti rimo, ki se razteza preko petih verzov, 
zato sem se v tem primeru odločila, da rimam po dva verza (»trepetajo« - »drgetajo« in »racak« - »vsak«), en pa je 
žal ostal neriman. Menim, da je tudi s to rešitvijo ritmičnost izvirnika ohranjena. 
111 The Hound of the Baskervilles je detektivski roman Arthurja Conana Doyle-a, ki je izšel leta 1902 in v katerem 
nastopa znameniti detektiv Sherlock Holmes. 
  
Kako prijetno je spoznati g. Hodgsona! 
 (Vsi bi ga radi poznali) 
Ima 999 kanarčkov 
In krog glave polno ščinkavcev in palčkov112, 
Ki so v radostni prevzetosti poskakovali.  
Kako prijetno je spoznati g. Hodgsona! 
 (Vsi bi ga radi poznali). 
v. Verzi za Cuscuscarawayja113 in Mirza Murada Alija Bega114 
Kako neprijetno je spoznati g. Eliota! 
Ko gre v svoji pisarniški pojavi na pota  
In njegove obrvi tako stroge 
In njegove ustnice tako toge 
In njegov pogovor, tako mogočno 
Omejen na Kaj Točno  
In Če in Morda in Toda.  
Kako neprijetno je spoznati g. Eliota! 
V družbi njegove kratkorepe mrcine, 
Oblečene v kocine, 
In naježenega mucka 
In hoplala115 klobučka: 
Kako neprijetno je spoznati g. Eliota! 





112 V izvirniku najdemo izraz »fairies«, ki seveda pomeni »vile«, vendar sem se v prevodu odločila za prevod »palčki«, 
ki je sicer pomensko ustrezen samo do te mere, da gre za pravljična bitja, vendar pa sem zaradi manjše pomenske 
zvestobe uspela ohraniti rimo »kanarčkov« - »palčkov«, zato se mi je zdel tovrsten kompromis dobra rešitev, da v 
prevodu ohranim tako pomenski odtenek pravljičnih bitji kot tudi ritmični učinek rime.  
113 Eliot je v pismu zapisal, da sta Cuscuscaraway in Mirza Murad Ali Beg imeni njegovega psa in mačka (Eliot, The 
Poems of T. S. Eliot 844).  
114 V tej pesmi zasledimo več kot očitno navezavo na pesem »How Pleasant to Know Mr. Lear« pesnika Edwarda 
Leara, v kateri se pesnik norčuje sam iz sebe (Pinsky ni str.). Jasno je, da je Eliot v svoji pesmi uporabil enak postopek 
samokritike, uporabi pa celo nekatere enake motive (npr. klobuk in mačka).  
115 V izvirniku Eliot uporabi izraz »wopsical«, ki je beseda njegovega lastnega izuma, kar je predstavljalo posebno 
dilemo pri prevajanju. Odločila sem se za tudi nekoliko izmišljen izraz »hoplala«, ki izvirni besedi ustreza po številu 
zlogov, hkrati pa ustvari tudi podoben, lahko bi rekli poskakujoč zvočni učinek.  
  
Pokrajine 
i. New Hampshire  
Glasovi otrok v sadovnjaku 
Med časom cvetlic in časom sadežev: 
Zlata glava, škrlatna glava, 
Med zelenim vrhom in korenino. 
Črno krilo, rjavo krilo, lebdita preko; 
Dvajset let in pomladi je konec; 
Danes žaluje, jutri žaluje,  
Prekrij me, svetloba-med-listjem;  
Zlata glava, črno krilo, 
Oprimi se, zamahni, 
Skoči, zapoj, 
Zamahni116 navzgor v jablano.  
ii. Virginija 
Rdeča reka, rdeča reka, 
Počasi tekoča vročina je tišina 
Nobena volja ni mirna kot reka 
Še vedno. Se bo117 vročina premikala 
Samo skozi enkrat slišanega 
Ameriškega kosa? Mirni griči  
Čakajo. Vrata čakajo. Vijolična drevesa, 
Bela drevesa, čakajo, čakajo, 
Zastoj, razkroj. Živeti, živeti,  
Se nikdar premikati. Vedno premikajoče 
Železne misli so prišle z mano 
In grejo z mano:  
Rdeča reka, reka, reka.  
  
 
116 Eliot na tem mestu ustvari močan zvočni učinek, ko naniza besede (»wing«, »cling«, »swing«, »spring«, »sing«, 
»swing«), ki se hkrati rimajo in ustvarijo močno aliteracijo. Ta dvojni zvočni učinek je bilo še posebej težko zajeti v 
prevodu, ker besede ne spadajo v isto besedno vrsto (»wing« oziroma »krilo« je samostalnik, med tem ko so ostale 
besede glagoli v velelni obliki), zato mi je uspelo ohraniti edino delno aliteracijo na »s« in »z«.  
117 V pričujoči pesmi se Eliot igra z dvojnimi pomeni besed. »Still« lahko v slovenščino prevedemo kot časovni prislov 
»še vedno« ali pa kot pridevnik »miren«, besedo »will« pa kot samostalnik »volja« ali glagol »bo«. Ker Eliot hkrati 
apelira na oba pomena besed, tako pomensko odpira pomen verzov in pesmi. Te odprtosti se v slovenščini ni dalo 
ohraniti iz logičnih razlogov, ker moramo različne pomene obeh besed prevajati z različnimi slovenskimi izrazi. 
Interpretacije predvsem tretjega in četrtega verza so torej lahko različne, sama pa sem se odločila za verzijo, ki se mi 
je po strukturi verzov in upoštevaje sintaktična pravila angleškega jezika zdela najbolj verjetna.  
  
iii. Usk118 
Ne zlomi nenadoma veje, ali  
Ne upaj, da boš našel 
Belega jelena za belim studencem.  
Poglej stran, ne po sulici, ne začaraj 
Starih čarovnij. Naj spijo. 
‘Ne pregloboko, te nežno potopijo’, 
Dvigni oči 
Tja, kjer se potopijo poti in se dvignejo poti 
Išči samo tam, 
Kjer se bo siva svetloba z zelenim zrakom ujela 
Romarjeva molitev, puščavnikova kapela.  
iv. Rannoch ob Glancoe-u 
Tukaj strada vrana, tukaj se potrpežljivi jelen 
Množi za lovce. Med mehkim barjem  
In mehkim nebom, komaj kaj prostora 
Za skok ali polet. Materija se razdrobi, v redkem zraku 
Hladen mesec ali vroč mesec. Cesta zavija v 
Ravnodušnosti starodavne vojne, 
Šibkosti zlomljenega jekla,  
Trušču zbeganih krivic, vešča 
V tišini. Spomin je krepak 
Bolj kot kos. Ponos je počil, 
Senca ponosa je dolga, v dolgem prehodu 
Nobenega soglasja kosti.  
  
 
118 Ime reke. 
  
v. Rtič Ann  
O hitro hitro hitro, hitro poslušaj pojočega vrabca119, 
Močvirskega vrabca, lisičjega vrabca, večernega vrabca 
Ob zori in mraku. Ne izpusti 
Liščkovega plesa ob poldnevu. Naključju prepusti  
Sramežljivega ognjenega gozdičarja. Z ostrim  
Žvižgom pozdravi melodijo prepelice, virginijskega kolina, 
Ki se smuka okoli grma. Pojdi za stopinjo 
Sprehajalca, jezerskega ciparja. Pojdi za letom  
Plešoče puščice, škrlatne lastovke. S tišino 
Pozdravi legena. Vsi razveseljujejo. Milo milo milo, 
Ampak na koncu zapusti to deželo, zapusti jo  
Njenemu pravemu lastniku, tistemu žilavemu, galebu.  




119 V slovenski ornitološki literaturi opazimo poimenovanje »pojoči vrabonad« (Čreslovnik 12), ki označuje posebno 
vrsto ptic. »Vrste iz severnoameriških rodov Spizella in Zonotrichia so v Evropi redki naključni gostje. Spadajo sicer 
v družino strnadov (Emberizidae), so pa na pogled tako zelo podobni našim vrabcem, da so jih Američani poimenovali 
preprosto 'sparrows', kar je angleška beseda za vrabca. V Severni Ameriki živi še nekaj deset morfološko zelo različnih 
vrst iz družine strnadov, ki pripadajo več različnim rodovom. Ker slovenskih imen za te vrste in rodove v literaturi 
skorajda ni, se je komisija odločila uvesti nekaj povsem novih imen. Za omenjena rodova smo imeni skovali iz 
kombinacije imen vrabec in strnad« (Jančar et al. 104). Ker, kot omenjeno, marsikateri rodovi teh ptic v slovenščini 
niso poimenovani in nisem morala biti prepričana, ali bi lahko vsem nadeli ime »vrabonad«, sem se odločila, da pri 
prevajanju ohranim izraz »vrabec«, ki je dobeseden prevod angleškega »sparrow«. Za izraz »vrabonad« se nisem 
odločila predvsem zato, ker je zlogovno daljši in bi občutno podaljšal dolžino verza in s tem spremenil ritem prevoda.  
  
Verzi za starca  
Tiger v tigrovi jami 
Ni razdražljivejši od mene. 
Mahajoči rep ni nič bolj miren 
Kot takrat, ko meni zadiši 
Sovražnik, ki se zvija v neizogibni krvi  
Ali na prijaznem drevesu obvisi.  
Ko razgalim svoj zob modrosti120, 
Je sikanje preko izbočenega jezika 
Bolj ljubeče kot sovraštvo, 
Bolj grenko kot mladostniška ljubezen 
In nedostopno mladim.  
Ko se zrcali iz mojega zlatega očesa, 
Se bedak zaveda, da nori. 
Srečen sem, se vam ne zdi! 
  
 
120 Eliot v izvirniku uporabi zanimivo frazo »tooth of wit«, ki jo je skoval sam na podlagi bolj razširjenega izraza 
»wisdom tooth«, ali nekoliko redkejšega in bolj zastarelega izraza »wit tooth«. Zaradi uporabe tovrstne posebne fraze, 
sem se tudi sama odločila, da ne uporabim ustaljenega izraza »modrostni zob«, ampak sem ga poskušala preobrniti po 
Eliotovem zgledu.  
  
Zborni spevi iz “Skale”121 
IV122 
So tisti, ki bi zgradili Tempelj, 
In so tisti, ki bi rajši, da se Templja ne zgradi.  
V času preroka Nehemija 
Ni bilo nobene izjeme splošnemu pravilu. 
V palači v Suzah, v mesecu nisánu123 
Je stregel vino kralju Artakserksu 
In žaloval za uničenim mestom, Jeruzalemom;  
In Kralj mu je dal dovoljenje, da odide 
In spet pozida mesto.  
Tako je šel, s peščico mož, v Jeruzalem 
In tam, ob zmajevemu studencu, ob gnojnih vratih, 
Ob studenčnih vratih, ob kraljevemu ribniku, 
Je ležal Jeruzalem v razvalinah, požgan z ognjem; 
Nobenega mesta, kjer bi mogla žival prebroditi.  
Od zunaj so ga hoteli uničiti sovražniki, 
Od znotraj so se zarotili vohuni in sebičneži, 
Ko so on in njegovi možje začeli zidati obzidje. 
Zato so zidali, kot morajo možje zidati, 
Z mečem v eni roki in lopatico124 v drugi.  
  
 
121 Igro »Skala« je Eliot napisal v podporo Fondu za petinštirideset cerkev (Forty-Five Churches Fund), ki si je zadal, 
da bo v Londonu obnovil stare in sezidal nove cerkve. Igro sta spremljala glasba in ples, verzi iz spevov, njihov ritem, 
podobe in jezik, pa izvirajo iz Svetega pisma. Poleg tega drug pomemben vir predstavljajo reference na življenje v 
Londonu tistega časa (Southam 192–3). 
122 Taufer je v zbirko prevodov Eliotove poezije leta 1982 vključil šest od desetih spevov iz igre »Skala«. Prevedla 
sem torej štiri manjkajoče speve – četrtega, petega, šestega in osmega. 
123 Prvi mesec v cerkvenem hebrejskem koledarju. Spevi vsebujejo mnogo besed (predvsem osebnih in krajevnih 
imen) iz svetopisemske tradicije. Te besede so zapisane, kot so zapisane v Slovenskem standardnem prevodu Svetega 
pisma, nekatere torej vsebujejo tudi naglasna znamenja. 
124 V izvirniku je uporabljen izraz »trowel«. V Slovenskem standardnem prevodu Svetega pisma se uporablja izraz 
»lopatica« (npr. v Deut 23,14). 
  
V  
O Gospod, reši me pred človekom odličnega namena in nečistega srca: kajti srce je goljufivo bolj  
 kot vse drugo in obupno hudobno. 
Horónec Sanbalát in Amónec Tobija in Arabec Gešem: so bili nedvomljivi možje javnega duha  
 in vneme. 
Varuj me pred sovražnikom, ki lahko kaj pridobi: in pred prijateljem, ki lahko kaj izgubi. 
Spominjajoč se besed preroka Nehemija: ‘Lopatica v roki in pištola raje odvezana v toku.’ 
Tisti, ki sedijo v hiši, katere raba je pozabljena: so kot kače, ki ležijo na razpadajočih stopnicah,  
 zadovoljne na sončni svetlobi. 
In ostali tečejo naokoli kot psi, polni poguma, ovohavajo in lajajo: rečejo, ‘Ta hiša je gnezdo kač,  
 naj jo uničimo 
In končamo s temi ostudnostmi, podlostmi kristjanov.’ In ti niso upravičeni, kot tudi oni drugi  
 ne.  
In pišejo neštete knjige; ker so preveč nečimrni in raztreseni za tišino: iščoč vsakogar po lastni  
 vzvišenosti in izogibajoč se svoji praznosti. 
Če ponižnost in čistot nista v srcu, nista v domu: in če nista v domu, nista v Cityju125.  
Mož, ki je zidal tekom dneva, se bi ob mraku vrnil k svojemu ognjišču: da bi bil blagoslovljen z 
 darom tišine in bi zadremal preden zaspi. 
Ampak obdani smo s kačami in psi: zato torej morajo nekateri delati in drugi morajo držati  
 sulice.  
  
 
125 Ime »City« za del Londona, je Taufer v svojih prevodih spevov ohranil neprevedeno, da bi izrazil, da je to 




Tisti, ki nikoli niso poznali preganjanja 
In ki nikoli niso poznali kristjana, 
Težko verjamejo tem zgodbam o preganjanju kristjanov. 
Tisti, ki živijo blizu banke, 
Težko dvomijo v varnost svojega denarja. 
Tisti, ki živijo blizu policijske postaje, 
Težko verjamejo v zmagoslavje nasilja.  
Mislite, da je Vera osvojila Svet 
In da levi več ne potrebujejo čuvajev? 
Vam je treba povedati, da vse, kar je bilo, lahko še vedno je? 
Vam je treba povedati, da bodo tudi tako skromne spretnosti, 
S katerimi se ponašate v smislu vljudne družbe, 
Komaj preživele Vero, kateri dolgujejo svoj pomen? 
Možje! zloščite si svoje zobe ob vzpenjanju in umikanju;  
Ženske! zloščite si svoje nohte:  
Vi zloščite zob psa in krempelj mačke. 
Zakaj bi morali ljudje ljubiti Cerkev? Zakaj bi morali ljubiti njene zakone? 
Govori jim o Življenju in Smrti in o vsem, kar bi sami pozabili.  
Nežna je, kjer bi oni bili trdni, in trdna, kjer bi oni radi bili mehki. 
Govori jim o Zlu in Grehu in drugih neprijetnih dejstvih. 
Nenehno skušajo pobegniti 
Pred temo, ki prihaja od zunaj in znotraj, 
Tako da sanjajo o tako popolnih sistemih, da nikomur ne bi bilo treba biti dober. 
Ampak človek, ki je, bo zasenčil 
Človeka, ki se pretvarja, da je.  
In Sin Človekov ni bil križan enkrat za vselej126, 
Kri mučenikov ne prelita enkrat za vselej, 
Življenja Svetnikov ne izročena enkrat za vselej: 
Kajti Sin Človekov je križan vselej 
In še bodo Mučeniki in Svetniki.  
In če naj kri Mučenikov teče po stopnicah, 
Moramo najprej sezidati stopnice; 
In če naj bo Tempelj porušen, 
Moramo najprej sezidati Tempelj.  
  
 
126 Uporabljena fraza (v angleščini »once for all«) se v Slovenskem standardnem prevodu Svetega pisma pojavi 
večkrat (npr. Rim 6,10).  
  
VIII 
O Gospod, pozdravljamo tvoje besede 
In opogumili se bomo za prihodnost, 
Spominjajoč se preteklosti.  
Pogani so prišli v tvojo dediščino 
In oskrunili so tvoj tempelj.127  
Kdo je ta, ki prihaja iz Edóma?128 
V tlačilnici je tlačil sam.129 
Prišel je eden, ki je govoril o sramoti Jeruzalema 
In svetih krajih oskrunjenih; 
Puščavnik Peter, ki je bičal z besedami.  
In med njegovimi poslušalci je bilo nekaj dobrih mož, 
Veliko takih, ki so bili zlobni, 
In večina, ki ni bila ne eno ne drugo.  
Kot vsi ljudje vsepovsod so 
Nekateri prišli iz ljubezni do slave, 
Nekateri prišli, ki so bili nemirni in radovedni, 
Nekateri bili grabežljivi in pohotni.  
Mnogi so svoja telesa pustili jastrebom v Siriji 
Ali ob poteh posuta od morja; 
Mnogi so svoje duše pustili v Siriji 
In živeli naprej, potopljeni v duhovno pokvarjenost; 
Mnogi so prišli nazaj dobro polomljeni, 
Oboleli in obubožani in našli 
Pri vratih tujega lastnika: 
So prišli domov razpokani od vzhodnega sonca 
In sedem smrtnih grehov v Siriji. 
Ampak našemu Kralju je šlo dobro v Akru130. 
In kljub vsej sramoti, 
Zlomljenim standardom, zlomljenim življenjem, 
Zlomljeni veri na tem ali onem mestu, 
Je ostalo še nekaj več od zgodb 
O starih možeh ob zimskih večerih. 
Samo vera je lahko storila, kar je bilo dobrega od nje; 
 
127 Ps 79,1. 
128 Iz 63,1. 
129 Isto frazo je ne enak način prevedel Taufer v prvem spevu, čeprav, če sledimo navezavi na Sveto pismo (točneje 
Iz 63,3), najdemo frazo »sam sem mastil v čebru«. Zavoljo konsistentnosti prevoda in ker je Tauferjev prevod 
pomensko jasnejši, sem se odločila ohraniti njegovo frazo.  
130 Mesto v Izraelu. 
  
Celovita vera maloštevilnih, 
Delna vera mnogih.  
Ne pohlep, pohota, izdajstvo, 
Zavist, lenoba, požrešnost, ljubosumje, napuh:  
Niso bili ti, ki so začeli Križarske vojne, 
Ampak so jih ti končali. 
Spominjajte se vere, ki je ljudi vzela z domov 
Od klicu potujočega pridigarja. 
Naša doba je doba zmerne kreposti 
In zmerne pregrehe, 
Ko ljudje ne bodo odložili Križa, 
Ker ga niso nikoli nase vzeli. 
Vendar ni nič nemogoče, nič, 
Za ljudi vere in prepričanja. 
Naj torej dopolnjujemo131 svojo voljo. 
O Bog, pomagaj nam.   
 
131 2 Kor 12,9. 
  
Obramba otokov 
Obramba otokov se ne more pretvarjati, da je verz, ampak njen datum – ravno po evakuaciji 
iz Dunkirka – in priložnost imata zame pomen, zaradi katerega jo želim ohraniti. McKnight 
Kauffer je takrat delal na Informacijskem ministrstvu. Po njegovi prošnji sem napisal te 
vrstice, da bodo spremljale New Yorško razstavo fotografij, ki prikazujejo britansko podporo 
vojaški industriji. Kasneje so bile objavljene v Britaniji v vojni132 (Muzej moderne umetnosti, 
New York 1941). Zdaj jih v spomin posvečam Edwardu McKnightu Kaufferju.  
Naj se ti spomeniki iz zidanega kamna – trdoživega 
inštrumenta glasbe, mnogih stoletij 
potrpežljivega obdelovanja zemlje, angleškega 
verza  
združijo s spominom te obrambe 
otokov  
in spominom tistih dodeljenih na sive 
ladje – bojna, trgovska, ribiška ladja –  
ki so dodali svoj delež starodavnemu tlaku 
britanskih kosti na morskem dnu 
in tistih, ki se, v človekovi novi obliki igre 
s smrtjo, bojujejo z močjo teme v zraku 
in ognju  
in tistih, ki so sledili svojim prednikom 
v Flandrijo in Francijo, tistih nepremaganih v po- 
razu, nespremenljivih v zmagoslavju, ki niso v ničemer predrugačili 
navad svojih predhodnikov, razen orožja 
in tudi tistih, za katere so poti slave 
steze in ceste Britanije:  
in pričajo, preteklim in prihodnjim generacijam 
našega rodu in našega jezika, da smo zavzeli 





132 Britain At War  
  
Opomba o vojni poeziji133 
Opomba o vojni poeziji je bila napisana na prošnjo gospodične Storm Jameson, da se jo 
vključi v knjigo z naslovom London kliče134 (Harper Brothers, New York, 1942).  
Ne izraz kolektivnih čustev 
Nepopolno odraženih v dnevnih časopisih.  
Kje je točka ko zgolj individualna 
Eksplozija izbruhne  
Na poti dejanja zgolj tipičnega 
Da ustvari univerzalno, izvira simbol  
Iz trčenja? To je sestanek 
Kjer smo navzoči 
O silah135 onstran nadzora eksperimenta –  
Narave in Duha. Pretežno individualna 
Izkušnja je prevelika ali premajhna. Naša čustva 
So samo ‘pripetljaji’ 
V naporu da bi skupaj obdržali dan in noč.  
Zdi se ravno mogoče, da bi se pesem lahko zgodila 
Zelo mlademu človeku: ampak pesem in poezija –  
To je življenje. 
Vojna ni življenje: je položaj, 
Tak ki se ga ne sme ne prezreti ne sprejeti, 
Težava s katero se je soočiti z zasedo in zvijačo, 
Prekrita ali razkropljena. 
Vzdržljivo ni nadomestilo za začasno, 
Niti eno za drugo. Ampak abstraktna zamisel  
Zasebne izkušnje ki v svoji največji intenzivnosti 
Postane univerzalna, ki ji pravimo ‘poezija’, 
Je lahko potrjena v verzu.  
  
 
133 Eliot je pričujočo pesem, ki je že tako sintaktično zapletena, pomensko odprl še z nekonsistentno rabo ločil. Ker 
menim, da to ponuja posebno razsežnost pesmi, sem se pri postavljanju ločil držala izvirnika. Tako ločila ne stojijo 
na mestih, kjer to v slovenščini zahtevajo slovnična pravila, temveč tam, kjer jih je postavil tudi Eliot in torej 
funkcionirajo kot označbe za ritem in hitrost branja.  
134 London Calling 
135 Eliot tu uporabi predlog »of«, ki je slovnično težko obrazložljiv in zakomplicira interpretacijo verza. Zaradi 
Eliotove rabe ločil ni namreč jasno, ali se ta del še navezuje na prejšnjo kitico ali ne. Po predlogu mentorja dr. Igorja 
Mavra sem obdržala predlog tudi v prevodu in tako ohranila dvoumnost verza (»Osebni intervju« ni str.). 
  
Indijancem, ki so umrli v Afriki 
Indijancem, ki so umrli v Afriki je bila napisana na prošnjo gospodične Cornelie Sorabji za 
Knjigo Kraljice Mary za Indijo136 (Harrap & Co. Ltd., 1943). Zdaj jo posvečam Bonamyju 
Dobreeju, kajti bila mu je všeč in me je spodbudil, naj jo ohranim.  
Človekov cilj je njegova lastna vas, 
Njegov lasten ogenj in jedi njegove žene; 
Ob zahodu sesti pred svoja lastna vrata 
In gledati svojega vnuka in sosedovega vnuka, 
 Ki se skupaj igrata v prahu.  
Zabrazgotinjen a gotov, ima mnogo spominov  
Ki se vrnejo ob uri pogovora,  
(Topli ali hladni uri, odvisno od podnebja) 
Tujih mož, ki so se borili v tujih krajih, 
 Tuji drug drugemu.  
Človekov cilj ni njegova usoda 
Vsaka dežela je nekomu dom 
In drugemu izgnanstvo. Kjer človek umre pogumno 
Eno s svojo usodo, ta zemlja je njegova. 
 Naj se njegova vas spominja.  
To ni bili vaša dežela, niti naša: temveč vas v Midlandsu,  
In ena v območju Petih rek, imata lahko isto pokopališče.  
Naj tisti, ki gredo domov, povedo o tebi enako zgodbo: 
O dejanju s skupnim namenom, dejanju 
Nič manj plodnem, če niti vi ne mi 
Ne vemo, do sodbe po smrti,  
 Kaj je sad dejanj.   
 
136 Queen Mary’s Book for India 
  
Walterju de la Maru 
Walterju de la Maru je bila napisana kot del knjige Poklon Walterju de la Maru137 (Faber & 
Faber Ltd., 1948), ki so mu jo poklonili na njegov petinsedemdeseti rojstni dan.  
Otroci, ki so raziskovali potok in odkrili 
Zapuščeni otok in peščeno zavetišče 
(Skrivni kraj, ampak na zemlji nemili,  
Kajti tukaj morda vodni bivol išče, 
Kinkažujev in mangabej mrgoli 
V temni džungli mangovega nasada, 
In senčni lemurji jadrajo z dreves semkaj in tjakaj –  
Varuhi nekega dolgo izgubljenega zaklada) 
Naštevajo svoja junaštva, ko je čas za čaj138, 
In, ko so svetilke prižgane in okna zastrta, 
Zahtevajo malo poezije, prosim. Ampak čigavo naj,  
Ko še ni čisto čas za posteljo? …  
     Ali ko je trata 
Potlačena zaradi nevidnih stopal in se duhovi zbudijo 
Nežno ob mraku, odidejo nežno, ko se svita, 
Žalostni neotipljivi, ki žalujejo in hrepenijo; 
Ko poznani prizori nenavadno zaživijo 
Ali se ljudje poznanega enkrat šele naučijo, 
In se svetovi srečajo, in križajo, in spremenijo139; 
Ko mačke obnori mesečni ples, 
Se psi prihulijo, prhutajo netopirji in se sove razvrstijo 
Ob coprničjem sabatu ostarelih tet; 
Ko nočni popotnik ne zbudi 
Spečega s svojim klicem; ali ko slučajno vmes 
Prazen obraz iz prazne hiše strmi; 
 
137 Tribute to Walter de la Mare 
138 Eliot uporabi izraz »nursery tea«, ki je globoko povezan z angleško kulturo in pomeni lahek obrok, ki ga popoldne 
zaužijejo otroci (»nursery tea« ni str.). 
139 V tem verzu so vejice v prevodu pred veznik »in« postavljene izključno zato, da upočasnijo ritem branja, kot je to 
nameraval Eliot v izvirniku.  
  
Kdo in na kak način je izmislil ta izum?  
Zašepetan urok, ki dovoli 
Prost prehod v fantome, ki jih skriva um? 
Ti; s tistimi varljivimi ritmi, 
S katerimi je očiščena ustaljena mera140; 
Z zavestno umetnostjo izurjeno s pristno lahkotnostjo; 
Z rahločutno, nevidno mrežo, ki si jo tkal –  






140 »Common measure« je tipična tradicionalna angleška metrična struktura, ki je sestavljena iz jambskih verzov s 
sedmimi poudarki, ki so razporejeni v rimane pare in največkrat zapisani v obliki štirivrstičnih kitic (»common 
measure« ni str.). 
  
Posvetilo moji ženi 
Ki ji dolgujem poskakujočo radost 
Ki spodbudi moje čute v najinem času budnosti 
In ritem ki vlada počitku najinega časa spanja, 
 Sozvočno dihanje 
Ljubimcev čigar telesa dišijo drug po drugem 
Ki mislita iste misli brez potrebe po govoru 
In blebetata isti govor brez potrebe po pomenu.  
Noben zlovoljen zimski veter ne bo pomrznil 
Nobeno čemerno tropsko sonce ne bo posušilo 
Vrtnic v rožnem vrtu ki je najin in samo najin 
Ampak to posvetilo je da ga berejo drugi:  
To so zaupne besede naslovljene nate v javnosti.  
